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PREFACE 


The study of Harmony generally consists of writing notes, mathematically 
calculated from a figured bass, without hearing their sound or understanding 
their use and bearing upon playing or singing. A musician must be able to read 
and hear written music as readily as he reads his mother tongue. 

The purpose of this book is to show the pupil how to study and apply Har- 
mony, to develop the ability to hear what is written and to furnish exercises for 
study. 

Each Lesson is divided into three Sections : Section A contains the exercises 
for written work, applying Harmony to Melodic Construction and Harmoniza- 
tion, and the study of Form; Section B, the exercises for Harmonic, Interval and 
Melodic Dictation; Section C, the exercises in Singing Intervals, Rhythms, 
Chords and Sight-Reading. 

In class-work it has been found practical to use two fifty-minute periods a 
week, devoting one period to Sections A and B and the other to Section C. The 
explanations at the beginning of each Lesson combined with Section C can be 
used for the study of Sight-Singing without the written work of Section A and the 
Ear-Training of Section B. 

Following is a plan of the book, showing the development of the work and 
order in which the factors are taken up. 
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CHAPTER I 


TRIADS 


A Chord is a combination of three, four or five tones placed one above the 


other 


in thirds : n P tf c:£ r 
tJ NRoot 


The tone upon which the chord is built is called the Root. 

The next tone is the thirds the next the fifth , the next the seventh , the next 
the ninth of the chord . Each tone is named from its interval-relationship to the 
root of the chord. 


A three-tone chord is a Triad: — = 


A four-tone chord is a Chord of the 


Seventh (seventh-chord) : 


A five-tone chord is a Chord of the Ninth 


(ninth-chord) : 



A chord may be built upon each tone of a key. 

A chord is named from the degree of the scale which is its root. If the root 
is the first degree of the scale, it is a One Chord (I), or Tonic Chord; if the fifth 
degree, a Five Chord (V), or Dominant Chord; etc. 



Roman numerals are used as symbols of chords. 

In triads, there is a duplication one ocfeave higher of one of the tones, generally 
the root. The tonic chord is I, 3, 5, 8; the dominant chord 5, 7, 2, 5; the sub- 
dominant chord 4, 6, 8, 4; the two chord 2, 4, 6, 2; the six chord 6, 8, 3, 6; the 
three chord 3, S> 7> 3- 

The I, V and IV chords consist of a major third and a perfect fifth from the 
root. These chords are major chords. The II, VI and III chords consist of a 
minor third and a perfect fifth from the root. These chords are minor chords. 
The VII chord consists of a minor third and a diminished fifth from the root. 
As this chord upon the leading tone is imperfect, i.e., the only chord with a 
diminished fifth, and is included in and used as the seventh-chord built upon the 
dominant, it is not considered, by most theorists, as an independent triad. 

A chord is major or minor according to the size of its third. 

Chords are arranged in harmony for four-part vocal music. The upper 
part is the Soprano, the next the Alto. These are written on the G staff. The 
next voice-part is the Tenor and the next the Bass. These are written on the F 
staff. 

A chord is in octave position when the 8th of the chord is in the soprano. It 
is in the position of the 3th when the fifth of the chord is in the soprano. It is 

HI 
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When the V chord progresses to the I chord as in (a) the root V in the bass 
progresses an harmonic step to the I; the 7th degree in the soprano progresses to 
the 8th; the 5th degree, which is a rest tone, remains stationary; the 2nd degree 
progresses to the 3rd. 

In the progression IV to I, as in (b), the root IV in the bass goes to the I; 
the 6th degree in the soprano to the 5th; the 4th degree to the 3rd; the 1st 
degree remains at rest. 

In the progression IV to V, the root of the IV progresses harmonically to 
the root of the V ; the 6th degree in the soprano moves to the 5th; the 4th degree, 
which must resolve down, moves to the 2nd, as there is no 3rd degree in the V 
chord; the 8th degree moves to the 7th. 

Lesson i. 


Section A. 

(1) Learn the arrangement of the chord roots in the harmonic series. 

(2) Construct melodies, phrases in length, in 6/8 meter, using the I, V and 
IV chords as a basis for the melody. Employ any of the following rhythms: 

J. ,J J> ; JT] ; J 

In writing a melody, using chords as a basis, first divide the staff into 
measures and place the chord symbols underneath, one chord for each pulse. 

The choice of chords is determined by the harmonic law. 

A chord may be repeated within a measure, but not over the bar. 

A phrase when regular will begin with the I chord on the accented or un- 
accented pulse and will end with the I chord on an accented pulse of the fourth 
measure, preceded by the V chord. This is an Authentic Cadence. If the final 
I chord is in the position of the octave, a Perfect Authentic Cadence results; if in the 
position of the third or fifth, the cadence is known as Imperfect Authentic. A phrase 
generally ends with a Perfect Authentic Cadence. 

A melody may follow the line of a scale up or down. In working from an 
harmonic basis the melody will move along the scale-line from some tone of the 
chord on the pulse. Not all the tones of the scale will be found in this chord. 
The tones which come between the tones of the chord are called Passing- Tones, 
and do not affect the harmony. 

At any time the melody may stop and embellish a tone of the chord by pro- 
gressing to the tone a half-step or whole step above or below. These tones are 
known as Neighboring Tones, and do not affect the harmony. Neighboring tones 
must always return to the principal tone and may never jump, unless from the 
upper to the lower neighbor or the reverse. 

All skips, single or consecutive, must occur between tones of the chord. 
Occasionally a skip may be made to a neighbor; the neighbor must immediately 
resolve to the principal tone. 

For example, divide the staff into four measures. As these melodies are to be 
in 6/8 meter, we shall have two chords in each measure but the last. The phrase 
may end on’the first or second pulse of the fourth measure as.it is a compound 
meter. On the first pulse we may have a I chord and repeat it for the second; 
on the third the V and its resolution on the fourth; then the IV, which may go 
either to the V or I. In the following example the IV will move to the V on 
account of the cadence. 
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in the position of the 3rd when the third of the chord is in the soprano. The 
root is in the bass. The position of a chord has nothing to do with Inversion, 
which will be treated later. 

Chords are used in music to establish the key and to give accent. The pro- 
gression or resolution of one chord into another produces an accent. Therefore, 
the chord on the unaccented pulse resolves into the chord on the accented pulse. 

Chords are built upon the tones of the key, i.e., the different tones found 
by dividing a string into thirds, and not upon these pitches arranged in the 
major scale relationship. Chords are related to and progress to the I chord as 
these tones are related to the key-tone. If C is the key-tone, the tones of the 

■e-m 

key are: 


-o-iv VII 

III 
VI 

These tones as roots of chords and arranged in this order are: II 

V 

I 

IV 



The only tone in this series which is at rest is the key-tone. The other tones 
are active in their relationship with C. In arranging the chords the IV is trans- 
posed and placed between the II and the VI, as the II 7 chord includes the IV 


and is nearer the key-centre. 



Compositions generally begin with the I chord and may progress to any 
chord. As all other chords are active, they will have to progress to more active 
chords until they come to rest on the I chord. For example, if we progress 
from the I to the VI, the VI will progress to some other chord nearer the centre, 
the IV, II or V, and then to the I. 

The V and IV chords are the only chords which may progress immediately 
to the I. The other chords will pass through V or IV before going to I. The 
III always goes to IV or II before going to V. 

This law of the progression of the roots of chords is known as the Harmonic 
Law and the progression from one tone to the next in this series an Harmonic 
Step or Degree. 

The three upper voices of chords resolve according to the law of active and rest 
tones in the major scale which is the Melodic Law. It will be found that if the 
root of the chord fulfills the harmonic law the three upper voices will fulfill the 
melodic law. 



V I IV I IV V 
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been changed; the next a different chord and an active chord; the next the same 
chord in a different position; the last the I, as the resolution of the V. 


1 2 

3 2 3 6 B 7 8 

I 



i ri 


(2) An Harmonic and most Melodic Intervals are parts of a chord and 
sound in relation to the root of the chord. 

All the intervals in the I chord are consonant intervals, or intervals which 
do not need resolution. 

The Major 3rd, I - 3, from the Root to the Third of the chord. 

The Minor 3rd, 3-5, from the Third to the Fifth of the chord. 

The Major 6th, 5-3, from the Fifth to the Third of the chord. 

The Minor 6th, 3-8, from the Third to the Eighth of the chord. 

The Perfect 5th, 1-5, from the Root to the Fifth of the chord. 

The Perfect 4th, 5-8, from the Fifth to the Eighth of the chord. 

Since the I, V and IV chords are major chords, their interval content is the 
same. 

As these chords are used in composition, the same intervals occur between 
different scale-degrees. 

Tn the V, or Dominant Chord: In the IV, or Subdominant Chord: 

Major 3rd, Root to Third, from from the 4th -6th degree 

5th -7th degree 

Minor 3rd, Third to Fifth, from 
7th -2nd degree 


from the 6th - 8th degree 
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The melody may start with 8 and progress down the scale to 3, making b, 
a and f, passing- tones ; then to 2, a part of the V chord on the next pulse; then 
to I, the lower neighbor of 2, and back to 2; then to 3 for the I chord, passing 
through 4 and 5 to 6 for the IV chord; then skip in the IV chord from 6 to 4 to 8; 
turning after the wide skip to 7, a member of the V chord, and passing through 
8 up to 2 and returning to 8 for the cadence. 

Section B. 

(1) Play the following chord successions, listening to the difference in sound 
of the I and V chords. The.I chord gives a feeling of rest, because the root is the 
fundamental tone in the harmonic series and the three upper voices are rest 
tones of the major scale. If the I chord is in octave position, it sounds com- 
plete; if it is in the position of the third or fifth it gives a feeling of rest, but 
sounds incomplete or questioning. 

The V chord sounds unfinished and as if the I chord should follow. It is an 
active chord and needs resolution into the I chord, because its root is the nearest 
related tone to the I chord in the harmonic series and two of its upper voices 
are active tones in the major scale and demand resolution. 

In listening to the chord, hear it as a complex of tones, if it is at rest or needs 
resolution, do not listen primarily to the bass or soprano. In chord repetitions 
the same sounds will be heard, but in different arrangement. 

Practise as follows: 

(a) Play each exercise several times, determining if the chords are active 

or at rest. 

(b) After each V chord pause for a moment so that the mind may 

realize the demand for resolution. 

(c) Play the first chord and think the sound of the others. Test with 

the piano to see if you think correctly. 

(d) Use each exercise for dictation as follows: 

(1) Rule the staff for four measures. 

(2) Have someone play the exercise slowly, twice. 

(3) At the second playing write the chord symbols according as you 

think it is the I or the V chord. 

(4) Have the exercise played again and write the numbers of the 

scale steps in the soprano. 

(5) Compare your version with the exercise. If there is a mistake, 

play your version, then the correct chord, until you hear the 

mistake. 

3 2 8 5 5 7 8 

Exercise I would be written: — - 1 — | - | ^ 

IV II V V I 

The chords of this exercise will be heard thus: The first chord as the I, the 
next a different chord demanding resolution into the I, so it must be the V ; the 
next the I, as the resolution of the V ; the next as the same chord, the position having 
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Practise the following: 

(a) Play the I, IV and V chords in the key of C. Think the sound 

of the intervals. Test with the piano. The intervals in 
Exercises I and 2 are in the I and V chords; in Ex. 3, 4, 5 and 6, 
in the I, IV and V chords. 

(b) Play the intervals, listening to determine how they sound in relation 

to the root of the chord and to the key-centre. 

(c) Play the lower tone, sing the upper tone of each. 

Play the upper tone, sing the lower tone of each. 





Practise: 

(a) Play the I, V and I chords in C major to establish the tonality. 

(b) Read the melody mentally, without singing, at a moderate tempo. 

MM J. =72. Test with the piano. If you cannot hear the 
melody mentally, play the melody, then try to read it men- 
tally. It is most vital that written music should be read and 
heard mentally as readily as one reads English. 

If this is at first difficult, persist: it is the greatest aid to sight-singing. 

(c) Play the phrase twice, look away from the music and sing the phrase 

from memory to la. Test. Repeat until successful. 

Sing from memory, using the number-names of the scale-degrees; then use 
the letter-names. 

(d) 'Play the I, V > and I chords in D Major. Sing the melody, using 

first the number, then the letter-names. Transpose the melody 
to B Major in the same way. 

Note. Let the construction of the melody help in memorizing. In 2 the first four notes form a 
figure, the next four are in a sequence with it: the next measure is a scale-line on the first pulse and a wide 
leap on the second. 
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Major 6th, Fifth to Third, from 
2nd -7th degree 

Minor 6th, Third to Eighth, from 
7th — 5th degree 

Perfect 5th, Root to Fifth, from 
5th - 2nd degree 

Perfect 4th, Fifth to Eighth, from 
2nd - 5th degree 


from the ist-6th degree 
from the 6th - 4th degree 
from the 4th -8th degree- 
from the ist~4th degree 


All these intervals are consonant and are therefore complete, requiring no 
resolution; as they occur in the I chord there is no question as to their position 
in the key. As different chords are used and four or five intervals occur in a 
chord, other than the I chord, there is a danger, because of their consonant 
quality, of losing the feeling of active and inactive scale-degrees or of the key- 
centre. This cannot happen if the change of chord is recognized and the posi- 
tion of the intervals in the chord is known. For example, in this series the first 
three intervals, a major 3rd, 1-3, a perfect 5th, 1-5, a minor 6th, 3-8, are 
known to be in the I chord, as music generally begins with the I chord. 



The next interval might be heard in the following ways: 

(a) As a major 3rd, but not in the I chord. If the new chord is recog- 

nized as the V chord, its position is known to be from the 5th to 
the 7th degree of the scale. 

(b) If the scale-degrees 5 and 7 are recognized, it is known to be a major 

3rd and a part of the V chord. 

(c) The 7th degree might be recognized as the upper tone of a major 

3rd, so the interval is from the 5th to the 7th degree and a part of 
the V chord. 

The next interval might be heard: 

(a) As a perfect 5th and in the same chord as the preceding interval, 

therefore from the 5th to the 2nd degree. 

(b) If the scale-degrees 5 and a are heard, it' is known to be a perfect 

5th in the V chord. 

(c) It is more likely to sound 1 to 5, or Root to Fifth. This interval is 

felt to be a part of the same chord as the preceding interval, so 
it could not be from the 1st degree to the 5th, but from the Root 
to the Fifth of the V chord, and from the 5th to the 2nd degree. 

The next interval, a perfect 4th, will undoubtedly sound like 5 up to 1 ; the 
next, a minor 6th, 3 up to 8. Unless we realize that these intervals are in the 
same chord as the two preceding and sound in relation to the root of that chord, 
the key-centre is lost. If they' are known to be a perfect 4th, from the 5 th to 
the 1st (or Root), and a minor 6th, from the 3rd to the 8th of the V chord (not 
of the scale), they are easily placed in the key. 

The last interval is heard as a major 3rd in a different chord. As only the 
I chord may follow the V chord, the interval must be from x to 3. 
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trying to determine the note it begins on or analyzing a 
rhythmic complication. After the mind has grasped the phrase 
it is easily analyzed. As these phrases are in compound meter, 
remember that a mental breath in the middle of the phrase 
will help in memorizing. 

(3) The pupil writes the melody on the staff. At this stage there 
should be no difficulty in writing, but if there is, make an out- 
line as in the elementary work. 


6 88 55 654 3 284 5 67 

2 • • I • . | . 

8 2 2 3 3 Z* 



fl 


If the pupil has trouble with the rhythm in only one measure, 
write dots for the pulses and determine the figure on each 
pulse. 

(4) Play the phrase again for correction. 

(5) After the melody is written, the pupil 'should mark the chords 

that may be used for harmonizing the melody, as well as the 
rhythmic figures, sequences and repetitions. 



The chord symbols indicate the harmonic background. The 
question of inversions to avoid parallel fifths and octaves is 
left until those points are taken up in the theoretic study. 


Section C. 

(x) Absolute Intervals. 

In sight-singing there is no need of thinking the interval name or the size 
of the skip made, as long as the key is known. It is only when this feeling of 
key has been broken down by unusual skips or a modulation that a knowledge 
of how to sing absolute or unrelated intervals is needed, and then only until 
the tonality has been reestablished. The position of intervals on the staff and 
in the major scale, also of what chords they are a part, must be known so that 
they may be quickly recognized and sung. 

There are major 3rds on the staff from c-e, f-a, g-b; in the major scale from 
1-3, 4-6, 5-7; in the I, V, II, IV, VI and III chords. 

To sing a major 3rd up, make the lower tone 1 and sing 3; to sing a major 
3rd down, make the upper tone 3 and sing 1. 

(a) Play any tone on the piano, sing the tone calling it 1, then sing the 

tone a major 3rd above, calling it 3. Test. 

(b) Play any tone on the piano, sing the tone calling it 3, then sing the 

tone a major 3rd below, calling it 1. 

(c) Repeat, singing the letter-names of the pitches. 


8 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


In singing and memorizing a melody beginning on the up-beat, be sure that the 



(e) Have someone play the melodies for dictation as follows: 

(x) Play the entire melody with simple chord accompaniment, two 
chords to a measure, using the I, IV and V chords on the 
pulses, allowing the other tones to be passing-tones or neigh- 
bors. Number I would be harmonized: 



I I IV I V V I 


The pupil decides the meter and form of the melody.. The form 
is determined by the cadence; the meter by the number of 
pulses in the phrase. 

(2) Play the phrase twice while the pupil listens and memorizes the 
tune. The pupil should relax and allow the entire phrase to 
make an impression on the mind; he should not spend time 
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(3) The following Chord Successions are to he -practised: 

(a) Play the key-tone. Think, or hear mentally, the exercise in a 

moderate tempo. 

(b) Sing the chords, using the letter-names, c, e, g, c, etc. Sing the 

numbers of the scale-steps, 1, 3, 5, 8, etc. 

(c) Write the chord symbols I, V, I, IV, I and sing the letter- and 

number-names from memory. 

(d) Test at the end of each exercise to see if you are singing on pitch. 

If below pitch, repeat more slowly, taking care that the 5th and 
8th of each chord are high enough. 

(e) Sing each chord as follows: Root, 3rd, 5th, 8th, 5th, 3rd, Root. 

(f) Sing the exercise to a neutral syllable, as la, thinking first the letter, 

then the number-names. 


(g) Repeat each exercise until it can be sung rhythmically. 

1 
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( 2 ) 


Rhythmic Study: 


J-3 J *» | 


« § : JT3 n~i ,rmm ,m vn ,jm j.« 
« j j>/tj ,m m ,j )rn,nu,, 

<o JT3 jm i m J7B3 1 jsjjfim , j j>j-» 

® J- JT3 |J- JT3 i/T3 m ,J. „ 

<« JT33 JT553.J J>m ,J-T3^3333 ( J33333J.„ 

«)J>iJ J>J- jJ iJ j) J- JJ iJ JJJJJ- JJ iJ- JJ J ii 

As 6/8 is a Duple Metre, each pulse divided into triplets, beat two to a meas- 
ure and intone the rhythms. The rhythmic subdivision must be felt and sung 
as a unit. In singing any rhythmic subdivision there is a feeling of relaxation 


after the tone on the. pulse, e.g.. 


JTJ « 17373 or JJ7371 In each 


of these figures there is a feeling of stress on the first tone and relaxation for 
the other tones. Each group should be mentally conceived as a figure before 
singing, the eye taking in as a unit the figure on each pulse and not each indi- 
vidual note. It has been found practical in studying these exercises to sing a 
major scale as well as intoning the rhythm on one pitch. Begin on 8 and sing 
down; (a) would be sung: 





The figure m is often confused with J n . This is easily corrected, 


as the two sixteenths in the figure J relate themselves to and progress 

into the next pulse. The figure m halts and is not legato. 


Rhythmic Study contrasting and J J] . 

«>{} JT3 JT3 ,JT3 J J3,JT3JT3,J J2J.„ 

» JT3JT3, juj «5i.nn j jj,jrnj.„ 

® J> i m J J5i J J5J“J3 ,T3333J J3ij _- J N 

■®J>iJ J3J J3 1 jrn iJ J3J33333iJ55353J « 

®J>iJ J> JTJ J J> J J3 1 J33333 JTJ iJ. j „ 

<1> J> , JT3 J J3,J~3J nmJTJ J J3|J- J » 





12 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


(4) Exercises for Sight- Singing: 

(a) Play the I, V and I chords to establish the tonality. 

(b) Read the exercise through mentally at a moderately slow tempo. 

Test for pitch. 

(c) Sing the exercise to the number-names of the scale-steps; to the 

letter-names of the pitches. 

(d) Sing to the syllable la, thinking first the number-names, then the 

letter-names. 


Note. Beat two beats to the measure. Take in each pulse as a unit. In consecutive leaps, think 
the sound of the entire chord. 
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A Period, when regular, consists of two phrases, each usually four measures 
long. The first is the Antecedent Phrase, the second the Consequent Phrase. A 
period begins as any phrase, but the antecedent phrase ends with some tone of the 
V chord, 5, 7 or 2. This gives the effect of being incomplete and makes a Semi - 
cade?ice. The consequent phrase ends with the I or 8, a Perfect Authentic 
Cadence. 

A period is in Parallel Construction when at least the first measure of the 
antecedent and that of the consequent phrase are alike, as Melody 3, 
Section B (3). (Page 18.) 

A period is in Contrasting Construction when the antecedent and consequent 
phrases are different, as Melody 2, Section B (3). 

Melodies are constructed in the Minor Mode the same as in the Major Mode, 
the Minor Mode being formed from the Major by lowering the 3rd and 6th 
degrees of the Major. 

In using the progression from the 6th to the 7th degrees, the augmented 2nd, 


which sounds like a minor 3rd, is often retained, 




but gen- 


erally in ascending the 6th degree is raised and in descending the 7th degree is 
lowered so as to give a diatonic progression. This is known as the Melodic 
Minor Scale and is used when the scale-line is harmonized with the I chord. 



If the harmony is the V chord, the raised 6th is used both in ascending and 
descending. 

" v V I 

If the harmony is the IV, II or VI chord, the lowered 7th is used both in 
ascending and descending. 


y-i,n 1 j . 



Section A. 

(1) Construct periods in c minor, with both parallel and contrasting phrases, 
using the I, V and IV chords as a basis for the melody. Employ the following 

rhythms in 6/8 meter: J • ; J y./TJlJ J3,J3J3H»JT3. 

Section B. 

(1) Play the following chord successions, listening to the difference in sound 
of the I and V chords in minor. The I is a rest chord as in major, but is minor 
in quality on account of the lowered 3rd degree. The V chord is active, is major 
in quality, and sounds the same in the major and minor modes. 
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Lesson 2 


A phrase in music corresponds to a simple sentence in English. In English 
a compound sentence is often used; this is, in reality, two sentences, each 
expressing a complete thought, the one qualifying the other. In music a Period 
corresponds to this form. 
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(2) In minor the position of the major and minor intervals in the I and 
IV chords will be changed on account of the lowering of the 3rd and 6th degrees 
of the scale. The minor 3rd will occur from the root to "the 3rd of the chord; the 
major 3rd from the 3rd to the 5th of the chord; the major 6th from the 3rd to 
the 8th of the chord; the minor 6th from the 5th to the 3rd of the chord. The 
perfect intervals will remain the same. The intervals in the V chord will not 
change. 

Practise the following: 

(a) Play the I, IV and V chords in c minor. Think the sound of the 

intervals. Test with the piano. 

(b) Play the intervals, listening to determine how they sound in 

relation to the root of the chord and to the key-centre. 

(c) Play the lower tone, sing the upper tone of each. 

Play the upper tone, sing the lower tone of each. 
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Practise I, 2, and 3, as follows: 

(a) Play each exercise several times, determining if the chords are 

active or at rest. 

(b) After each V chord pause for a minute and think the chord of reso- 

lution before playing it. 

(c) Play the first chord and think the sound of the others. Test with 

the piano. 

(d) Have each exercise dictated. Work as outlined on page 4. 

(e) Transpose the exercises of Lesson I to c minor. 

In Exercises 4, 5, 6, 7 and 8, in C major, the IV chord is used. The IV chord 
is major in sound, and is an active chord because its root is the first harmonic 
tone below the Tonic and two of its upper voices are active tones in the melodic 
series. The IV chord resolves into the I, or it may progress into the V. It is 
distinguishable from the V chord because it sounds lower and farther from the 
I; it impresses the ear as if another chord could be played before its resolution 
into the I. It is impossible to think a chord between the V and I. 

Practise these Exercises as follows: 

(a) Play each exercise, determining if the chords are active or at rest. 

(b) Pause after each V chord and think the chord of resolution. 

(c) Pause after each IV chord and think first the I chord, then the V 

and I chords. 

(d) Think the sound of each exercise. 

(e) Have the exercises dictated. 

Ex. 5 would be heard: first a I chord; next an active chord, before the reso- 
lution of which another active chord could be substituted; or as an active chord 
resolving into the I and sounding like an “A-men,” therefore the IV-I; the next 
a rest chord, the I: the next the same chord in another position; the next an 
active chord resolving to another active chord, which must be the IV to the V 
chord ; the next the rest chord. 

(f) Transpose each exercise to c minor. 

In minor the IV chord is a minor chord and is distinguished from the I chord, 
which is also minor, on account of its activity. 






(h) Have each melody dictated as follows: 

(1) Play the entire period with simple accompaniment, two chords 

to a measure, using the I, IV and V chords on the pulses, 
allowing the other tones to be passing-tones or neighbors. 
The pupil decides the form, the construction, if parallel or 
contrasting, and the meter. 

(2) Play the antecedent phrase twice while the pupil listens and 

memorizes the tune. Do not allow the pupil to sing the 
melody aloud. He should sing mentally. 

(3) The pupil analyses and writes the melody on the staff. 

(4) Play the phrase again for correction. 

(5) Dictate the consequent phrase in the same manner. 

(6) The pupil marks the chords for harmonization, the figures, repe- 

titions and sequences and the form of the melody. 

Section C. 

(1) Absolute Intervals. 

There are minor 3rds on the staff from d-f, e-g, a-c, b-d; in the major 
scale from 2-4, 3-5, 6-8, 7-2; in the I, V, II, IV, VI and III chords. To sing 
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(3) Exercises for Melodic Dictation and Sight-Singing. 

Practise: 

(a) Play the I, IV, V and I chords in c minor to establish the tonality. 

(b) Read the melody mentally. Test. 

(c) Play the antecedent phrase twice. Sing it from memory to la. 

Sing mentally the number-names; then use the letter-names. 
Sing aloud. 

(d) Practise the consequent phrase in the same way. 

(e) Play the entire melody. Sing from memory. 

(f) Transpose to d minor; to b minor; to C major. Sing first the 

number-, then the letter-names, in each key. 

(g) Using the arm movement, down-up, sing the melody mentally and 

analyse the rhythmic figure on each pulse. Concentrate upon 

the figures of three notes to the pulse, jtu n , and 

m . If there is confusion of j n and JT3 j su k" 

stitute one for the other until the difference is felt. Review 
“Rhythmic Drill,” page 10. 


1 


4 
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' ( 4 ) Exercises for Sight-Singing: 

(a) Play the I, IV, V and I chords and read each exercise through 

mentally. Test for pitch. 

(b) Sing each exercise to the number-names of the scale-steps; to the 

letter-names of the pitches. 

(c) Sing to the syllable la, thinking first the number-names, then the 

letter-names. 


Note the skips in the IV chord. 
* 4 
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3. minor 3rd up, call the lower tone 3 and sing 3? ^ ^ minor 3^"^ down, cs.ll 

the upper tone 5 and sing 3. _ . 

(a) Play any tone on the piano; sing the tone, calling it 3; then sing the 

tone a minor 3rd above, calling it 5. Test. 

(b) Play any tone on the piano; sing the tone, calling it 5; then sing 

the tone a minor third below, calling it 3. 

(c) Repeat, singing the letter-names of the pitches. 

(2) Rhythmic Study: rm 

*s m m rm,m rm,rmi „ 

o>> J J> J J3 J JSiJ- jliJ-ftiiJ J> J - 11 

co» J J?,JT33^fS,r3533JTS,JT533J. 

®J>,JT3 J J3iJT35J J3 1 JJJJJJ j- i J- Jfl J u 

(») i> 1 J777f} r7H 1 S~7i J J> J ^JT33iJT353J u 
«> J> , j i .ns j j ■ 

The three sixteenths in the figure rm group themselves with the 

next pulse, the same as the two sixteenths in the figure J Study using 

the arm movement for the pulse and singing each exercise to la on a major scale, 
as in the preceding Lesson. These exercises should be sung at a moderate tempo, 
about J. =69, gradually increasing to about J. =88. In all of the drill both for 
Rhythm and in Sight-Singing use a light tone so that there is no concern about 
tone-production. 

(3) Practise the following Chord Successions: 

(a) Play the key-tone and sing the exercise mentally. 

(b) Sing, using the letter-names. Sing, using the number-names. 

(c) Sing to la, thinking the letter-names, then the number-names. 

(d) Write out the chord symbols and sing the letter- and number- 

names from memory. In singing from memory, always have a 
mental picture of the staff or look at a blank staff. 

Note. In exercises 3 and 4, where the descending arpeggio is rapid, it must be thought of as a unit 
8S31, not each tone i>, S, 3, 1. To do this the mind must relax after the note on the pulse. 

I 
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(2) The minor 3rd and perfect 5th in the II chord, are from the root 
to the 3rd and the root to the 5th of the chord: from the 2nd to the 4th and 
the 2nd to the 6th degrees of the scale. The intervals in the II chord will 
follow the intervals in the IV chord, and will be followed by intervals in the V 
chord. 

Practise the following: _ _ • 

(a) Play the I, IV, II, V and I chords in G major. Think the sound of 

the intervals. Test with the piano. 

(b) Play the intervals, listening to determine how they sound in relation 

to the root of the chord and to the key-centre. 

(c) Play the lower tone, sing the upper tone of each. 

Play the upper tone, sing the lower tone of each. 
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Lesson 3 

The II chord is minor in quality and is next to the V chord in activity. It is 
called the Second Dominant Chord because its root is the second dominant from 
the tonic in the Harmonic Series. 

The II chord may be preceded by any chord but the V. It resolves into the 
V chord. Exceptionally it may resolve into the VI chord, as will be explained 
later under “Exceptional Resolutions,” in Lesson 4, page 33. 


Section A. 

(1) Construct periods in G major, with both parallel and contrasting 
phrases, using the I, V, IV and II chords as a basis for the melody. Employ 
the following rhythms in 6/8 meter: 

jt3 , j j),j- j 


Section B. 

(x) Practise the following Chord Successions: 

(a) Play each exercise several times, determining if the chords are active 

or at rest, major or minor. 

(b) Pause after each active chord and think its resolution. 

(c) Read each exercise mentally. 

(d) Have each exercise dictated. Work as outlined on page 4. 

The II chord will be heard as a minor chord. At first it will be confused with 
the IV chord. Always go back and substitute the IV for the II if this mistake 
is made, determining if the quality of the chord is major or minor. Remember 
that a chord is not repeated over the bar. 
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(3) Exercises for Melodic Dictation and Sight-Singing, containing skips in 
the II chord and employing the rhythmic figure in 6/8 meter. 


Practise: 

(a) Play the I, IV, II, V and I chords in G major. 

(b) Read the melody mentally. Test. 

(c) Play the antecedent phrase twice. Sing from memory to la. Sing 

mentally the number-names; then use the letter-names. Sing 
aloud. 

(d) Practise the consequent phrase in the same way. 

(e) Play the entire melody. Sing from memory. Use the period-form, 

figures, repetitions and sequences, as an aid to memorizing. 

(f) Use the arm movement for beating the meter and mentally analyse 

the rhythmic figures. 

(s) Transpose to F and A major, singing the number- and letter names, 
(h) Have each melody dictated as outlined on page 19. 
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Sing the following chord succession in the same rhythm as 3 : 1, II, V, IV, V, I. 

Sing the following in the same rhythms as 3 : I, IV, I, IV, II, V, I. Test for 
pitch at the end of each exercise, even the mental exercises, so as to be sure 
that you are thinking and singing in tune. If below pitch at the end of the ex- 
ercise, repeat, testing after each chord. The flatting is generally caused by not 
placing the 8 th of the chord high enough. Use the piano only to test. Do not 
play as you sing. Learn to think in tune. 

( 4 ) Exercises for Sight-Singing: 

(a) Play the I, IV, II, V and I chords, and read each exercise mentally. 

Test for pitch. 

(b) Sing each exercise to the number-names; to the letter-names. 

(c) Sing to the syllable la, thinking first the number-names, then the 

letter-names. 


Note the skips in the II chord. Recognize the chord as a tone group, and 
sing all of the notes on one pulse as a unit. 



1 
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Section C. 

(1) Absolute Intervals. 

All of the 4ths on the staff are perfect, except f-b; in the major scale, 
^xcept 4-7; in the minor scale, all but 4-7, 6-2, 7-3. To sing a perfect 4th up, 
call the lower tone 5 and sing 8; to sing a perfect 4th down, call the upper tone 8 
and sing 5. 

(a) Play any tone on the piano; sing the tone, calling it 5; then sing the 

tone a perfect 4th above, calling it 8. Test. 

(b) Play any tone on the piano; sing the tone, calling it 8; then sing the 

tone a perfect 4th below, calling it 5. Test. 

(c) Repeat, singing the letter-names of the pitches. 

(2) Rhythmic Study: §J7n and rm 

(a) Study using the arm movement to indicate the meter, and sing the 
rhythms to la in a major scale. 

(a) ^ J- J J) | J J J J J 73 I J J*3 J J J«jJ | J- 3 J J* || 

(b> J J j J 1 JT73J J3i-TT3 J J"3J i J* 755 J* n 

<0 J733 JT33 iT12 JTT3 1 J33535JT31 1 JT3] J-n 
J 33JT3JiJT33J J3iJ""333 JT333J J3J n 

JTE >JTT3J J> iJT333JT33,JT3HJ . 

<n J> i J. 72 J J? i J- J73J J5J i J J HJ- JJ3 1 J J J J J J ii 

(3) Practise the following Chord Successions: 

(a) Play the key-tone and sing the exercises mentally. 

(b) Sing using the letter-names; the number-names. 

(c) Sing to la, thinking the letter-names; the number-names. 

(d) Sing from memory. 





■Ill\ 
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The following exceptions to the harmonic law are possible because the three 
upper voices resolve properly, fulfilling the melodic law, thus counteracting the 
exceptional resolution of the root of the chord. 

The V chord may progress to the VI instead of the I«chord. This progression 
is known as the Deceptive Cadence. 



The II chord and the IV chord may also progress to the VI. 

The following exceptions to the melodic law are possible because the roots of 
the chords are fulfilling the harmonic law. 

The 4th degree of the scale may be forced up if harmonized with the IV 
chord resolving to the I chord or the II chord resolving to the V chord. 


4 - -B 4- -5 



IV I II V 


The 6th degree of the scale may be forced up if harmonized by the II chord 
progressing to the V chord. 



The 7th degree of the scale may be forced down if harmonized with the III 
chord progressing to the IV chord. 



i m iv 





Lesson 4 

The VI chord is minor in quality. It is preceded by the I chord and may be 
followed by any chord but the I. In the harmonic series the root normally 
progresses to the IV. 

The III chord is a minor chord in quality. It is generally preceded by the 
I chord and is followed by the IV chord, as it is best used to harmonize the 
melodic progression 8765* 



i in rv i 
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(2) The minor 3rd and perfect 5th in the VI chord are from root to the 3rd 
and the root to the 5th of the chord; from the 6th to the 8th and the 6th to the 
3rd degrees of the scale. The intervals in the VI chord will follow the intervals 
in the I chord and will be followed by intervals in any chord but the I chord. 

Practise the following: 

(a) Play the I, VI, IV, II, V and I chords in D major. Think the sound 

of the the intervals. Test with the piano. 

(b) Play the intervals, listening to determine how they sound in relation 

to the root of the chord and to the key-centre. 

(c) Play the lower tone, sing the upper. 


Play the upper tone, sing the lower. 

(d) Transpose the intervals to the keys of C and G major. 



(3) Exercises for Melodic Dictation and Sight-Singing, containing skips in 


the VI chord and employing the rhythmic figures rm.rm in 6/8 


meter. 
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Section A. 

(x) Construct periods in D major, with both parallel and contrasting phrases 
using the I, V, II, IV, III and VI chords as a basis for the melody. Employ 
the rhythms given on page 28. 

Section B. 

(1) . Practise the following Chord Successions: 

(a) Play each exercise, determining if the chords are active or at re , 

major or minor. ..... , *• 

(b) Pause after each active chord and think its resolution. 

(c) Pause after each minor chord and determine if it sounds like the 

I chord or the IV chord. .... , 

As both the II and the VI are minor chords, they are distinguishable by 
their relation to the IV and the I chords. The II, having two tones in com- 
mon with the IV chord, sounds like the IV; the VI, having two tones in common 
with the I chord, sounds like the I. 

(d) Read the exercise mentally. 

(e) Have each exercise dictated. Work as outlined on page 4. 

The position of the minor chord will often determine if it is a VI or a II; 
i.e., the VI would not follow the IV or the II follow the V. 



Section C. 

(1) Absolute Intervals. 

All of the 5ths on the staff are perfect except b-f; in the major scale, 
except 7-4; in the minor scale, all except 7-4, 2-6, 3-7. To sing a perfect 5th 
up, call the lower tone 1 and sing 5; to sing a perfect 5th down, call the upper 
tone 5 and sing 1. 

(a) Play any tone on the piano, sing the tone, calling it 1 ; then sing the 

tone a perfect fifth above, calling it 5. Test. 

(b) Play any tone on the piano, sing the tone, calling it 5; then sing the 

tone a perfect 5th below, calling it 1. Test. 

(c) Repeat, singing the letter-names of the pitches. 

(2) Rhythmic Study: The Up-beat in 6/8. n, n 1 

(a) Study using the arm-movement to indicate the meter, and sing the 
rhythms to la on a major scale. 


(a) ^ 1 J* 72 J J J 1 J J J J 1 J J* 3"J 1 J • J 11 
<» J3i JT33J Si 1 J' JJJJ J5iJ"7J55J- JJ iJ- JJJJ n 
(0) MOTJ jfiJT? J JliJTB fl 11 

«> j f.jrn jyj j,- 

<«) J"J 1 J j) j j j 1 J-T33 J J J 1 J- Tj J Jiil- J 11 
® /3/JT33/T3 A^JirffJTJinn ij JtJVn 
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Practise: 

(a) Play the I, VI, IV, II, V and I chords in D major. 

(b) Read the melody mentally. Test. 

(c) Play the antecedent phrase twice. Sing from memory to la. 

. Sing mentally the number-names; then use the letter-names. 
Sing aloud. 

(d) Practise the consequent phrase in the same way. 

(e) Play the entire melody. Sing from memory. 

(f) Use the arm movement for beating the meter and mentally analyze 

the rhythmic figures. 

(g) Transpose to E and C major, singing the number- and letter-names. 

(h) Have each melody dictated as outlined on page 19. 

There will be no difficulty in determining the pitches of the wide skips and 
consecutive skips if the chord in which the skips are made is recognized. Apply 
the chords used in Section B (1). 

n& 1 - - , : 1 



(e) Sing the following chords in the rhythm of I : I, IV, II, V, VI, V, I. 
Sing the following chords in the rhythm of 2: I, II, V, I, VI, IV, V, I. 
Sing the following chords in the rhythm of 3 : I, VI, V, I, VI, IV, II, 

V, I. 

(f) Additional pitch drill. In the following exercises think, then sing, 

using letter- and number-names: 

(1) Root of I chord, Rof IV, Rof V, 3rd of I, 3rdofV, 5th ofV, 

R of I, 3rd of IV, 5th of IV, R of II, 5th of V, R of I. 

(2) R of I, R of IV, 3rd of II, 5th of II, R of V, 3rd of V, 

R of I. 

(3) 5th of I, R of V, 5th of V, 3rd of I, 3rd of VI, R of VI, 

5th of VI, R of II, 3rd of II, 3rd of V, R of I. 


The chords should be seen mentally on the staff as these exercises are sung. 
If this is not possible at first, the chords may be written out in close position on 
the staff and referred to. 


4. Exercises for Sight-Singing: 


1 
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Note that each of these phrases divides into two sections of two measures 
each, as indicated by the slurs. Remember that when the phrase begins on the 
accented pulse of the meter, the measure is from bar to bar. When the phrase 
begins on the up-beat, each measure begins on the up-beat. Ex. e divides as 

s n ,j i>m iS~mm , jrn j ja. j- j>. 

° 1 1 I 1 I 1 i | 

Great care must be taken always to group the last two eighths in a measure 
with the following pulse: 

(3) Practise the following Chord Successions: 

(a) Play the key-tone and sing the exercise mentally. 

(b) Sifig using the letter-names; then using the number-names. 

(c) Sing to la thinking the letter-names; then think the number-names. 

(d) Sing from the chord symbols without reference to the notes on the 

staff. 

Note. The III chord is minor. It follows the I chord and resolves into the IV chord. It is little 
used except to harmonize the 7th degree of the scale as it progresses down to the 6th degree. 


1 




ADVANCED EAR-TRAINING AND SIGHT-SINGING 


41 



CHAPTER II 


INVERSIONS OF TRIADS 

A chord is in Fundamental Position when its Root is in the bass. 

A chord is Inverted when its 3rd, 5th or 7th is in the bass. I 

When a chord has its 3rd in the bass, it is in the First Inversion. 

Ii 

When a chord has its 5th in the bass, it is in the Second Inversion. 

When a seventh-chord has its 7th in the bass, it is in the Third Inversion. 



A small Arabic numeral placed to the right of the chord symbol indicates the 
inversion: Ii. 

Chords are inverted so as to allow the bass to progress melodically along tie 
diatonic scale. 

Lesson 5 

The first inversions of the I, IV and V chords are weaker than the fundamental 
positions. 

The II chord is better and more easily handled in the first inversion. 

A chord in the first inversion will progress to the chord an harmonic degree 
below, the same as when in fundamental position. 

If there is a succession of chords in the first inversion, the bass and soprano 
will move in parallel 6ths. Because of this diatonic parallel motion the harmonic 
law will be ignored. 






Section A. 

(1) Construct periods in F major, with both parallel and contrasting phrases, 
using the I, VI, IV, II and V chords in fundamental position and first inversion 
as a basis for the melody. Employ the rhythmic figures given on page. 37, 
6/8 meter. 


[ 43 ] 
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(2) Practise the following Intervals: 

(a) Play the I, VI, IV, II, V and I chords in F major. Think the sound 

of the intervals. Test. 

(b) Play the intervals, listening to determine how they sound in relation 

to the root of the chord and to the key-centre. 

(c) Play the lower tone, sing the upper. 

Play the upper tone, sing the lower. 

(d) Transpose the intervals to the keys of C, G and D major. 

These intervals are in the same order as in the preceding Lessons, but are 
not divided by bars. 



i vi iv n v 1 



XT 




OO 





(3) Exercises for Melodic Dictation and Sight-Singing , containing the skip 
from 4-7 and n and n on the Up-beat in 6/8. 


Practise: 

(a) Play the I, VI, IV, II, V and I chords in F major. 

(b) Read the melody mentally. Test. 

(c) Play the antecedent phrase twice. Sing from memory to la. Sing 

mentally the number-names; then use the letter-names. Sing 
aloud. 

(d) Practise the consequent phrase in the same way. 

(e) Play the entire melody. Sing from memory. In memorizing, keep 

,a mental picture of the contour of the melody on the staff. 

(f) Stop for a moment and take breath at the end of each rhythmic 

figure, so as to feel the rhythmic grouping. 
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In constructing a melody when using the first inversion of a chord on a pulse, 
the 5th or the root of the chord will be used on the pulse, never the 3rd, if the 
chord is major. The 3rd is possible when the chord is minor. 

Section B. 

(1) 'Practise the following Chord Successions: 

(a) Play each exercise, determining if the chords are active or at rest, 

major or minor, in fundamental position or inverted. 

(b) Pause after each active chord and think its resolution; after each 

minor chord and think its major relative chord; after each first 
inversion and think the fundamental position. 

(c) Read the exercise mentally. Test with the piano to see if you think 

correctly. If there is trouble in thinking a chord, play it several 
times, then go back until you can hear it. 

(d) Have each exercise dictated. Work as outlined on page 4. 

The mind must attach some definite meaning to the sound of first inversions. 
The Ii, IVi, Vi all sound weaker than the fundamental position. They also 
sound top-heavy. They can be distinguished by the smooth progression into 
the next chord. This is difficult and cannot be mastered in one lesson. It is 
only by constant practice and drill that one comes definitely to hear inversions. 

1 2 

a 11 1425 5 II ,, 

l J L. J I . 
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Section C. 

(1) Absolute Intervals. 

There are major 6ths 'on the staff from c-a, d-b, f-d, g— e; in the major 
ccale, from 1-6, 2-7, 4-2, 5-3; in the minor scale, from 2-7, 3-8, 4-2, 6-4. 
To sing a major 6th up, call the lower tone 5 and sing 3; to sing a major 6th 
down, call the upper tone 3 and sing 5. 

(a) Play any tone on the piano, sing the tone calling it 5, then sing the 

tone a major 6th above, calling it 3. Test. 

(b) Play any tone on the piano, sing the tone calling it 3, then sing the 

tone a major 6th below, calling it 5. Test. 

(c) Repeat, singing the letter-names of the pitches. 

(2) Rhythmic Study: The Up-beat in 6/8, JTJ 

(a) Study, using the arm movement to indicate the meter, and sing the 
rhythms to la on a major scale. 

( 1 ) | J J J | J- U J J J I J* 3 J J I < T jJ J J J I H. 

< 2 ) j J J 1 J J) j j j 1 J j J i J J) 1 J- 11 

(3) JTJlJ 7 J J j iJ 7 J j J I J* J J j lJ ? 11 

(4) J J) 1 J 7 3 1 J 7 J JJ 1 , J55553 1 J 7 » 

(5) J>7 J)| Jh JT3 1 1 JT53 1 J) i Jy J i.J * « 
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J3iJT3 JT3 ,/TJJ -f3,JT3m ,J- J 


(g) Sing again mentally without stopping. Be sure that the mind 

phrases or breathes properly. 

(h) Transpose to the keys of G and E major. Sing the letter- and 

number-names. 


(i) Have each melody dictated as outlined on page 19 . 

1 
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accented word as in 2, thus destroying the balance of the phrase, and making 
two phrases in duple meter. The only words which are stressed are the first 
words in each measure. 

( 3 ) Practise the following Chord Successions. In singing the first inversions, 
the arpeggio begins on the 3rd of the chord. 

(a) Play the key-tone and sing mentally. Test for pitch. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the letter-, then the number-names. 

(d) Have someone read aloud the symbols and sing the chords without 

reference to the written exercise. Keep a moderato tempo. 
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When the measure begins on the secondary pulse in 6/8 meter, avoid stress- 
ing the first group. Always feel the first figure as an inhalation of the breath, 
and the next, on the stressed pulse, as an exhalation. Feel the grouping as 
indicated by brackets in Ex. x. 

The value and rhythmic beauty of beginning on the secondary pulse in a com- 
pound meter is most apparent in the setting of words. With this understanding 
it is easily applied to instrumental music. 

In setting words to music, the composer has to endeavor to parallel the 
forms of English with the forms in music, i.e., a simple sentence corresponds to a 
phrase in music, a compound sentence to a period in music. The meter, whether 
simple or compound, is decided by the number of long syllables in the complete 
thought of the text. If there are four long syllables the meter is duple or triple; 
if there are eight long syllables it is a compound, a four or six pulse meter. 

A four pulse meter is a duple meter with each pulse divided into half 


in n 

I JT2JTJ 


a six pulse meter, a duple meter with each pulse divided into triplets. The stress 
which is given to the third pulse of a four pulse meter and to the fourth pulse 
of a six pulse meter is known as a secondary accent. This is in reality the sec- 
ond or relaxed pulse of the duple meter and should not receive any more stress 
than that pulse. The tendency in playing and singing in compound meter is 
to give too much stress on the secondary pulse, thus changing the meter to a 
simple meter and making two phrases where one was intended. 

Mendelssohn, in the “Elijah,” in setting the following sentence begins on 
the third pulse in 4/4 meter: 

j j , j. j> j j , j j j n 

Bless - ed are the men who fear Him, they ev - er 

J J~3 J- J> , J a 

walk in the ways of peace. 

The sentence can also be read making Blessed, men, they and way the principal 
and stressed words. This changes the meaning of the sentence and would be set: 

«sf J J 1 J- J> 1 J- J>i J J 1 

Bless - ed are the men who fear Him, 

J J""3l J n I J* J>l J II 

they ev - er walk in the ways of peace. 

The tendency in singing this phrase as in 1 is to give too much stress on the 
word Blessed, and equal stress to each long syllable, making it sound like the 
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(e) Sing the following chords to the rhythm of 2 : 1 , VI i, VI, IV 1? II i, V, I; 

to the rhythm of 3 : I, IVi, IV, II X , II, V, Vj, I; to the rhythm of 4: 
I, VIx, VI, IVi, IV, Hi, v, I. 

(f) Additional pitch drill. Sing the following exercises, first with the 

letter-names, then with the number-names: 

(1) R of I, 3rd of I, R of IV, R of II, 3rd of II, 5th of II, 3rd 

of V, R of V, R of I. 

(2) R of I, 5th of I, 3rd of VI, R of VI, 3rd of IV, 3rd of II, 

3rd of V, 5th of V, 3rd of I, R of I. 

(3) 5th of I, 3rd of VI, 5th of IV, R of IV, 5th of II, R of II, 

5th of V, 3rd of V, R of I. 

(4) 3rd of I, 5th of VI, R of IV, 5th of IV, R of II, 3rd of II, 

R of V, 5th of V, R of I. 

Think the sound of the entire chord before singing the tone. 

(4) Exercises for Sight-Singing: 


1 
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Lesson 6 


A chord in the second inversion is used in three ways: in chord repetition 

LJ J J Jr; 


rm 


j j 
r "ir 


; as a suspended or appoggiatura chord, resolving to the 

j = j = 


i i* i t i 

triad on the same bass tone 




-U 


; as a passing-chord, resolving to a 


1 2 V 


triad or an inversion of a triad on the bass tone above or below: 

r r r 

j j i 

i v s I* 
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a 



(2) Practise the following Intervals: 

(a) Play the I, VI, IV, II, V and I chords in B[? major. Think the sound 

of the intervals. Test. 

(b) Play the intervals, determining of what chord they are a part and 

how they sound in relation to the root of that chord and to the 
key-centre. 

Note. Beginning with this Lesson, the intervals do not occur in any fixed order. They always 
follow, however, the correct harmonic sequence. Intervals in the V chord will be followed by intervals 
in the I chord; in the II chord, by intervals in the V chord, etc. 

(c) Sing both tones of the intervals. 

(d) Transpose the intervals to the keys of C, G, D and F major. 


1 







54 


ADVANCED EAR-TRAINING AND SIGHT-SINGING_ 


In this Lesson the second inversions of the I and IV as appoggiatura chords 




will be used. 

__j 

1, IV, 

These chords occur generally on the accented pulse of the measure 
The second inversion of the I resolves to the V chord. As the 5th of the 
chord is always doubled in second inversions, it sounds like and is often mistaken 
for the V chord. It is generally used preceding the V chord at the authentic 
cadence. It will be preceded by the I, Ii, IV, IVj, VI, II or IIi- 

The second inversion of the IV resolves to the I chord. Because ° f th « 
doubled 5th it sounds like the I chord. It may be preceded by the. I, V, Vi, V 
or IVi. This chord is sometimes used on the unaccented pulse as in bection B 
(i) ( 5 )> and at tke ca <I ence > as in 8 * This is known as a Pla S al Cadence. 


ScCtlOU A» . 1 • • • J.L T TTIT 

(1) Construct parallel and contrasting periods in Bb major, using the i 2; IV 2 

and all chords in fundamental position and first inversion as a basis for the melody. 

Use 6/8 meter, beginning on the 4th pulse. . 

Study the rhythmic grouping of Lesson 5, Section C (2), page 47, and the 

melodies in Section B (3), of this Lesson. 


Section B. 

( 1 ) Practise the following Chord Successions: 

(a) Play each exercise, listening to the character of the chords and 

inversions. _ 

(b) Pause after each second inversion and think its resolution. 

(c) Read the exercise mentally. Test. 

(d) Have each exercise dictated. Work as outlined on page 4. 

The I 2 and IV 2 are distinguished from each other by the chord of reso- 
lution You hear the same effect of suspension for each, and determine that it 
is the I 2 because it resolves to the V, or the IV 2 because it resolves to the I. 








Section C. 


(1) Absolute Intervals. 

There are minor 6ths on the staff from e-c, a— f, b— g; in the major scale, 
3-8, 6-4, 7-5; in the minor scale from 1-6, 5-3, 7-5. To sing a minor 6th up, 
call the lower tone 3 and sing 8 ; to sing a minor 6th down, call the upper tone 8 
and sing 3. 

(a) Play any tone on the piano; sing the tone, calling it 3 ; then sing the 

tone a minor 6th above, calling it 8. Test. 

(b) Play any tone On the piano ; sing the tone, calling it 8 ; then sing the 

tone a minor 6th below, calling it 3. Test. 

(c) Repeat, singing the letter-names of the pitches. 

(2) Rhythmic Study: J. J*J and the Up-beat J) p in 4/4 meter. 


(a) Study, using the arm movement to indicate the meter, and sing to 
la on a major scale 

In singing the figure J. J5, which is the combination of a J tied to 
n: j m, give a slight pressure on the dot so that the second pulse 

is perceptible to the listener. JH3 

Note. The Rhythmic Exercises following are all four measures long, as in the preceding Lessons, 
and are arranged in two braces on account of the number of notes in each exercise. 
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(3) Exercises for Melodic Dictation and Sight-Singing, beginning on the 
fourth pulse in 6/8 meter. 

(a) Play the I, VI, IV, II, I 2 , V and I chords in Bb major. 

(b) Read the melody mentally. Test for pitch. 

(c) Play the antecedent phrase twice. Sing from memory to la. Sing 

mentally the number-names; then use the letter-names. Sing 

aloud. 

(d) Practise the consequent phrase in the same way. 

(e) Play the entire melody. Sing from memory. 

(f) Study the rhythmic grouping. In memorizing consider each rhythmic 

group as a unit. 

(g) Transpose to the keys of A and G major. Sing the number and 

letter names. 

(h) Have each melody dictated as outlined on page 19. 

Note. When there are consecutive skips in the same direction, do not think the separate tones, but 
analyze the chord. In Ex. 1, the third measure, the leaps down from the 3rd degree must be in the VI 
chord. In a melody like Ex. 6, third measure, do not try to remember the pitches: analyze as a scale 
from the 5th degree for six sixteenths ending on the next pulse. 


1 

Figure Rep. Modified 





(e) Sing the following chords to the rhythm of i : I, IV, 1 2, V, I ; to the 

rhythm of 2: I, Ii, IV, Hi I 2 , V, Vi, I; to the rhythm of 3 : I, IV 2 , 
I, V 2 , h, IV, Il h I 2 , V, I; to the rhythm of 4: I, IV 2 , Vi, V 2 , 
Ix,I,I 2 ,V,L 

(f) Sing the exercises for pitch drill on page 50 in the key of Bb. 


(4) Exercises for Sight-Singing: 
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CD f 

J J J- 

J> J J1 J333JT3i 

(2) 

j n j. 

J3,J“3J“3J1 

73 , 

(3) 

mimn 

J73,J“3.n3J. 

J3i 

(4) J) 

J- J3J- 

JSijriJTOJ- 

J> , 

(5) J) 

. J373JTHJ. 

J3i J373JT3J- 

J) , 

(6) J) 

j. n j 

r J> i'J- J3J 

1 J3> 


J. J3J- 

J3i J J 

t a 


J JH5J. 

J3,r^r33j 

* n 


J. J3.r3.r3 ,J J 

II 


JT3JT3J- 

J3,J“3r3 J 

7 II 


JOTJT3J- 

J3i JT3J”33J 

7 II 


JT3J~3J 

r J3,J353J33f3J 

7 II 


(3) Practise the following Chord Successions. In singing the second inver- 
sions of chords, the arpeggio will begin on the 5th of the chord. 

(a) Play the key-tone and sing mentally. Test for pitch. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la thinking the number-, then the letter-names. 

(d) Have the chord symbols read and sing the chords without reference 

to the written exercise. 

Note. In reading be sure the eye takes in the arpeggio as a unit. This saves the labor of reading 
each note and allows the mind to concentrate upon the rhythmic difficulties. 




ADVANCED EAR-TRAINING AND SIGHT-SINGING 


61 



60 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 



CHAPTER III 


CHORDS OF THE SEVENTH AND NINTH 

All Seventh and Ninth-Chords are Dissonant , because of the major and minor 
7th and 9th, formed by adding one or two more thirds to the triad. 

The most used seventh-chords are the V 7 and II 7 . The IV 7 , VI 7 , I 7 and III 7 
are also used, but the 7th of each of these chords sounds like a suspended tone 
and not as a legitimate part of the chord. 

^ 11 H 11 1 11 

v 7 n 7 iv 7 vi 7 i 7 in 7 


The most commonly used ninth-chord is the V 9 , 



Lesson 7 

The V 7 chord is a major discord on account or tne major 3rd from the 5th 
to the 7th degrees of the scale and the minor seventh from the 5th to the 4th 


degrees of the scale: 

The V 7 chord is used the same as the V chord. The 7th of the chord, the 
4th degree of the scale, must always resolve downward. Its resolution may be 
delayed by progressing up to the 5th degree and then down to the 3rd, or down 
to the 2nd and then to the 3rd while the V chord is held. This is known as a 


delayed resolution: 

I 




Section A. 

(1) Construct parallel and contrasting periods in G major and g minor, 
using all triads and inversions and the V 7 chord as a basis. Use the rhythmic 

figure J. in 4/4 meter. 


Section B. 

(1) Practise the following Chord Successions: 

(a) Play each exercise, listening to the character of the chords and 

inversions. 

(b) Pause after each V 7 and think its resolution. 

: 63 ] 




ADVANCED EAR-TRAINING AND SIGHT-SINGING 


65 


(2) Practise the following Intervals: 

There are four new intervals in the V 7 chord: the minor 7th from the root to 
the 7th of the chord, from the 5th to the 4th degrees of the scale; the major 2nd 
from the 7th to the root of the chord, from the 4th to the 5th degrees of the scale; 
the augmented 4th from the 7th to the 3rd of the chord, from the 4th to the 7th 
degrees of the scale; the diminished 5th from the 3rd to the 7th of the chord, from 
the 7th to the 4th degrees of the scale. 

(a) Play the I, IV, V 7 and I chords in g minor. Think the sound of the 

intervals. Test. 

(b) Play the intervals, determining of what chord they are a part and 

how they sound in relation to the root of the chord and to the 
key-centre. 

(c) Sing both tones of the intervals. 

(d) Transpose the intervals to the keys of f, d, g and c minor. 






(3) Exercises for Melodic Dictation and Sight-Singing , employing skips in the 
V 7 chord and the rhythmic figure J, in 4/4 meter. 

(a) Play the I, IV, V 7 and I chords in g minor. 

(b) Read the melody mentally. Test. 

(c) Play the antecedent phrase twice. Sing from memory to la. Sing 

mentally the number-names; then use the letter-names. Sing 
aloud. 

(d) Practise the consequent phrase in the same way. 
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(c) In place of each V 7 play the V chord, then the V 7 . Note the difference 

in sound. 

(d) Read the exercise mentally. 

(e) Have each exercise dictated. Work as outlined on page 4. 

The V 7 is distinguished from the V on account of the dissonance. 


Note. Have the exercise played slowly. During the first playing relax and listen to the chords so 
that the entire exercise makes an impression upon the mind. Do not try to analyze at the first playing. 
During the second playing write down the chord symbols. At first it may be necessary to have the ex- 
ercise played a second time for the symbols; next have it played and write the numbers of the scale-steps 
of the soprano. Compare your version with the exercise ,and correct mistakes by playing the mistake 
and then the correct version until the difference is heard. 


1 

8 3 4 4 3 2 1 

euk ....-I — 1 — , — l — — ■ 1 1 ■ . — + 


2 
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Section C. 

(i) Absolute Intervals. 

There are minor 7ths on the staff from d-c, e-d, g-f, a-g, b-a; in the 
major scale, from 2-8, 3-2, 5-4, 6-5, 7-6; in the minor scale from 2-8, 4-3, 
5-4; in all chords but the IV 7 and I 7 . All of the 2nds on the staff are major 
except e-f, b-c; in the major scale, all but 3-4, 7-8; in the minor scale, all but 
2-3, 5-6, 7-8; in all chords but the IV 7 and I 7 . To sing a minor 7th up, call 
the lower tone 5 and sing 4; to sing a minor 7th down, call the upper tone 8 
and sing 2. To sing a major 2nd up, call the lower tone 1 and sing 2; to sing a 
major 2nd down, call the upper tone 5 and sing to 4. 

(a) Play any tone on the piano, and sing a minor 7th up, using first the 
number-names, then the letter-names. 
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(e) Play the entire melody. Sing from memory. 

(f) Transpose to the keys of a and f minor. Sing the number- and letter- 

names. 

(g) Have each melody dictated as outlined on page 19* 

Note. In harmonizing a melody in 4-4, use a chord or inversion on each pulse. In analyzing the 
rhythmic figure J , y note that the two sixteenths group themselves with the next pulse. In 

analyzing, on account of the length of the J. there is danger of counting one, two and calling it a half- 
note. not waiting for the two sixteenths. If ever in doubt about the rhythm, . make an outline of the 
pulses, sing the tune, placing your pencil on a dot as the pulse recurs. In this way the figure is easily 
analyzed. 


Repetition 



Sequence 


I 4 I lit V I 
Sequence 
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(b) Play any tone on the piano, and sing a minor 7th down, using first 

the number-names, then the letter-names. % 

(c) Play any tone on the piano and sing a major 2nd up, using first the 

number-names, then the letter-names. 

(d) Play any tone on the piano and sing a major 2nd down, using first 

the number-names, then the letter-names. 

(2) Rhythmic Study : I and in I on the Up-beat in 4/4 meter. 

(a) Study using the arm movement to indicate the meter, and sing to 
la on a major scale. Always begin on the 8th degree of the scale 
and sing down. 

®t n,nn j. si,n nj 7 jj, 

<2> Ji iJ- J1J- J3tJ3JSS~i J 7 J5i 

® js,n mn n j. jsj 7 ja, 
*>in,i- inn, j. jsnn , 

® i n 1 j 7 j> 1 j tin, 
min ,nn:n n ,j. ja/arj, 

jTSjnaj. 7 „ 

J. J3J53373 ,J. J> J 7 „ 

i , J J 7 i, 

j- jaj /i .narsj) „ 

j. jamTE.j i i 

mn mn,snnni 

(2) Practise the following Chord Successions. In singing the V 7 chord, sing 
to the 7th of the chord and back; do not go to the octave: 

(a) Sing mentally. Test for pitch. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the letter-, then the number-names. 

(d) Have the chord symbols read and sing the chords without reference 

to the written exercises. 





(e) Sing the following chords to the rhythm of i : I, V, V T , V 7 3 , Ii, IV, I 2 , 

V 7 , I; to the rhythm of 2: I, VI, I 2 , V 7 , VI, IV, I2, V 7 , I; to the 
rhythm of 3 : I, Vf, V 3 , h, I 2 , V 7 , VI, I; to the rhythm of 4: I, IV 2 , 
I, I h IV, IVx, I* V 7 , I. 

(f) Exercises for Pitch and Key Drill. Sing with number-, then letter- 

names, in the key of g minor. Think the sound of the entire 
chord before singing the tone. 

(x) R of I, 5th of I, R of V 7 , 3rd of V 7 , 5th of V 7 , 7th of V 7 , 3rd 
of I, R of IV, 5th of I, 3rd of V 7 , R of I. 

(2) R of I, 5th of V 7 , 3rd of I, R of IV, 5th of I, 3rd of IV, 5th 

of II, 3rd of V 7 , R of I. 

(3) 3rd of I, 7th of V 7 , 5th of V 7 , R of I, 3rd of VI, 5th of IV, 

3rd of IV, R of V, 3rd of V 7 , R of I. 

(4) 5th of I, R of V 7 , 7th of V 7 , 3rd of V 7 , 3rd of I, R of I, R of 

IV, 3rd of I, 5th of I, 5th of V 7 , R of I. 


(4) Exercises for Sight-Singing: 
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Lesson 8 

When the V 7 chord is inverted all four tones will resolve according to the 


melodic law. The Vi will resolve to the I ; 


the Vi to the I or lx 





The root of the V 7 chord may be omitted, leaving the 7th, 2nd and 4th de- 
grees of the scale. This is known as the 0V 7 (five-seven incomplete), and is the 
VII chord. All of the tones in this chord resolve melodically and like the upper 


voices of the V 7 chord. 



The qV 7 is best used in the first inversion. 


Section A. 


V? 

o v 


(x) Construct parallel and contrasting periods in D major and d minor, 
using all triads and inversions and the Vi and V3 chords as a basis. Use the 

up-beats and j >n in 4/4 meter. 
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(2) Practise the following Intervals: 

The minor 7th and major 2nd, augmented 4th and diminished 5th in the V 7 
chord are the same in minor as in major. There is also an augmented 4th and 
diminished 5th in the II chord in minor, caused by the lowering of the 6th degree. 
The augmented 4th is from the 5th to the root of the chord, the 6th to the 2nd 
degrees of the scale, and the diminished 5th from the root to the 5th of the chord, 
the 2nd to the 6th degrees of the scale. 

(a) Play the I, IV, II, V 7 and I chords in d minor. Think the sound 

of the intervals. Test. 

(b) Play the intervals, determining of what chord they are a part and 

how they sound in relation to the root of the chord and to the 
key-centre. 

(c) Sing the lower tones of the intervals, think the upper tones. 

Sing the upper tones and think the lower. 

(d) Transpose the intervals to the keys of g, f and c minor. 

Note. The augmented 4th in the II chord generally resolves to the minor 6th in the I chord; the 
diminished Sth to the major 2nd in the V 7 chord. 





(3) Exercises for Melodic Dictation and Sight-Singing: 

Skips in the V 7 chord and the Up-beat n and j >n in 4/4 meter. 


Observe carefully the rhythmic grouping with the up-beat 


J3 °r j) J"] 
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Section B. 

(x) Practice the following Chord Successions, which use the VJ and V|. 

(a) Play each exercise, listening to the character of the chords and 

inversions. 

(b) Pause after each V 7 inversion and think the chord of resolution. 

(c) Read each exercise mentally. 

(d) Have each exercise dictated. Work as outlined on page 4. 

On hearing the V 7 inversions, you will determine first that it is a V 7 chord; 
that it is inverted, because of the diatonic progression of the voices; that it is a 
Vi because the I fundamental follows, or a V3 because the I t follows. The V-J 
affects the ear as contracting when it resolves; the V3 as expanding. 
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pm! 
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No. i J3 i J- J>J- J)| J~3 J 1 J. , J 

No. 6 J) J""J | J* J) J | J* J)J> J)J~J l J- J J~] | J 7 II 


(a) Play the I, V 7 and I chords in d minor and read the melody mentally, 

using the arm movement to beat the meter. 

(b) Play the antecedent phrase twice. Sing the melody to la. Sing 

mentally the number-names, then the letter-names. Sing aloud. 

(c) Practise the consequent phrase in the same way. 

(d) Play the entire melody. Sing from memory. 

(e) Transpose to the keys of e and c minor. Sing the number- and 

letter-names. 

(f) Have each melody dictated as outlined on page 19. 
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Section. C. 


(i) Rhythmic Study: Ji and J"" in 4/4 meter. 


(a) Study using the arm movement to indicate the meter, and sing to 
la on a major scale. 


Note. 


Do not confuse the rhythmic figure 


j. 



which is 


J f] f with J.. J), 


which is 


J JT3- 


While holding 



, mentally divide the pulse into halves, and the sixteenth. 


notes will give no trouble. 


o)f J>iJ- J3J- 

Ji.JTlJ - 3J rj> 

5 6 7 

(2) J)J“J 

,hnj- 

ji,/7jJTn2.. Ji 

5 6 7 

(8) J)J1 

,j. j>j- 


(4) 

j- 

J /j 1 J"3 7 

j> nsrra 

(5) 

■ t j miffi .j 

7 J) J75 

(6) J 

j.. $mna,y 

J) J"3 7 J> 


JT-3JT3J. 

ji.j- 

JJ 7 , 


JS1J553J- 

J-. 



J.. jij. 

/I ,J- 

J|J> 


n n mm, mi 

J £ 1 


nan j- 

JiiJ73J jij * 1 


namnri, j. 

JtJ 


(2) Practise the following Chord Successions. Watch carefully that the 
augmented 4th in the V 7 chord is in tune : 

(a) Sing mentally. Test. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the letter-, then the number-names. 

(d) Have the chord symbols read and sing the chords without reference 

to the written exercise. 
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(e) Sing the following chords to the rhythm of x : I, IV, V3, Ij., 0 VJ, I, 

VI, V 7 , VJ, I; to the rhythm of 2: I, VI, I 2 , V 7 , VI, VIi, 0 VJ, 0 V 7 , 
I; to the rhythm of 3: I, 0 VJ, I, V 7 , Ii, V 7 , V 7 , I, 0 V 7 , I; to the 
rhythm of 4: I, 0V 7 , I, 0 VJ, lx, IV, Vl, h, 0 VJ, I. 

(f) Exercises for pitch and key drill. Sing with number-, then with 

letter-names in the key of d minor. 

(1) R of I, 3rd of I, R of IV, 5th of 0V 7 , 3rd of 0 V 7 , R of 0 V 7 , 

R of I. 

(2) 3rd of I, R of IV, 7th of V 7 , 3rd of V 7 , R of V 7 , R of I, 

5th of I, R of VI, 3rd of IV, R of V, R of 0 V 7 , R of I. 

(3) 5th of I, 3rd of I, R of IV, 3rd of 0V 7 , R of 0V 7 , R of I, R 

of VI, 3rd of IV, R of IV, 7th of V 7 , 5th of 0 V 7 , 3rd of 
0 V 7 , R of I. 

(4) R of I, 3rd of 0 V 7 , 5th of 0V 7 , 3rd of I, 3rd of IV, R of 

V 7 , 3rd of V 7 , R of 0 V 7 , 3rd of 0 V 7 , R of I. 


_ 9 

^ 1 1 1 . — I -WBI 


(3) Exercises for Sight-Singing: 

1 



ADVANCED EAR-TRAINING AND SIGHT-SINGING 83 



Lesson 9 

The Double Period Form is two periods, or four phrases, having three semi- 
cadences, or imperfect authentic cadences, and one perfect authentic cadence* 
The cadence at the end of the first phrase is generally an imperfect authentic 
cadence, the melody ending on 3 or 5; the cadence at the end of the second phrase 
is a semicadence, the melody ending on 5> 7 or 2; the cadence at the end of the 
third phrase is best made on some tone of the IV chord; the last cadence is a 
. perfect authentic cadence. 
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(b) Pause after each V 7 inversion and think the chord of resolution. 

(c) Read each exercise mentally. 

(d) Have each exercise dictated. Work as outlined on page 4. 

(e) After working these exercises in F major, repeat in f minor. 

The V2 will be recognized as going down to the I chord, or up to the Ii. 




(2) Practise the following Intervals: * 

In the V 9 chord there is a major 9th from the root to the 9th of the chord, the 
5th to the upper 6th degree of the scale. In minor this is a minor 9th. 
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The double period is in parallel construction when the first and third, and the 
second and fourth phrases are alike, except for the cadences and slight modifi- 

The double period is in contrasting construction when the phrases are different. 
The V 9 (five-nine) chord is made by adding another third to the V chord. 

m 

v 

In major this chord is not inverted, and the 9th of the chord is best in the 
soprano. In minor it may be inverted, but the 9th must be nine tones from the 

The 0 V 9 (five-nine incomplete) chord, or the VII 7 chord, is the V 9 with the 


root omitted. This chord is more used than the V 9 . 

V 9 

o' 

In major the 0 V 9 may be inverted and all inversions but the third are used. 
This is not available, because the 7th of the chord must be above the root or it 
sounds like a VI chord with the 7th, 2nd and 4th degrees of the scale suspended. 
In minor the 0 V 9 chord is a diminished seventh-chord (a chord the tones of which 
are a minor 3rd apart), and all inversions are used. All the voices of this chord 
resolve melodically. 

Section A. 

(1) Construct parallel double periods in F major and f minor, taking the 
melodies in Section B (3) as models and using all triads and inversions, the V 7 

. 3 

and V 9 chords as a basis. Use the rhythmic figures J„ J) and 
in 4/4 meter. 



Section B. 


(1) Practise the following Chord Successions which use all inversions of the V 7 . 
The V 7 resolves to the I or the Ij. When it resolves to the Ii the 7th of the 
chord, -the 4th degree of the scale, will go up so as to avoid doubling the 3rd of the 
I chord. This sounds well because of the parallel thirds between the bass and the 


7th of the chord. 


JJ£=J=J= 

I vj 


r 




I. 


(a) Play the entire exercise, listening to the character of the chords and 
inversions. At the first playing do not analyze. Allow the sound 
of the chords to make an impression upon the mind. 
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(c) Play the first antecedent phrase twice. Sing from memory to la. 
Sing the letter- and number-names, first mentally, then aloud. 

(d) Practise the first consequent phrase in the same way. 

(e) Play the first period and sing from memory. 

(f) Practise the second antecedent and consequent phrases in the same 

way. 

(g) Play the entire double period and sing from memory. This is easily 

accomplished if the construction of the melody is clearly under- 
stood. 

(h) Transpose to the keys of E and G major. 

(i) Sing melodies 2, 3, 5 and 6 in f minor. 

(j) Have each melody dictated. 

(1) Play the entire double period. The pupil determines the meter 

by the number of pulses in a phrase, and the form by the 
number of cadences in the melody. 

(2) Play the first antecedent phrase twice. The pupil listens and 

memorizes the phrase. 

(3) The pupil analyzes and writes the phrase upon the staff. 

(4) Play again for correction. 

(5) Dictate the other phrases in the same way. 

(6) The pupil marks the form, figures, repetitions and sequences, 

and harmonization. 

3 

The figure JTH is really a “turn,” and will be recognized as such. 

The figure J- J must be carefully contrasted with J. J) in dictating. 



Figure Modified Seq. 


fi rnm 

— — 

mmm 

! — 



-w— 

1 1 

- 

ss 

ii 

s 

"5S5 

= 

— 

-* — -J 
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EE 

lii 

II! 

1 


■ r— J 

H 

= — w 


— 

— d 


i -4N 


i 4 n v vj i 4 v 7 i 4 m . iv n n 4 v 
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In the 0 V 3 * * * * * 9 chord there is a minor 7th from the root to.theyth of the chord, 
the 7th to the 6th degree of the scale. In minor this is a diminished 7th. . 

(a) Play the I, IV, V 9 , Vl, V\ and I chords in F major. Think the 

sound of the intervals. Test. Play several times any interval 
you cannot hear mentally, then go back and read from the be- 
ginning. Repeat until you know the interval. 

(b) Play the intervals, determining how they sound in relation to the 

root of the chord and to the key-centre. 

(c) Sing the lower tones of the intervals, think the upper tones. 

Sing the upper tones and think the lower. 

(d) Transpose the intervals to the keys of Bb, D, G and C major. 



(3) Exercises for Melodic Dictation and Sight-Singing: 

Double Periods in form. Skips in the V 9 chord and the rhythms J .. 


and J 7 K in 2/4, 3/4, 4/4 meter. 

(a) Play the I, IV, II, V 9 , V 7 and I chords in F major. Read the entire 

melody mentally. Test for pitch. 

(b) Play "the entire melody, noticing the effect of the semicadences m 

continuing the thought for sixteen measures. 
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Section C. 

(i) Absolute Intervals. 

There is an augmented 4th on the staff from f-b; in the major scale from 4-7, 

1- #4, b6~2, 6— #2, 3-#6; in the minor scale from 4-7, 6-2, i-#4; in the V 7 , II$$, 
II 7 , oVl and VI|# chords. There is a diminished 5th on the staff from b— f ; in 
the major scale from 7-4, #4-1, 2-b6, #2-6, #6-3; in the minor scale from 7-4, 

2- 6, #4-8. To sing an augmented 4th up, call the lower tone 4 and sing 7; to 
sing an augmented 4th down, call the upper tone 7 and sing 4. To sing a 
diminished 5th up, call the lower tone 7 and sing 4; to sing a diminished 5th 
down, call the upper tone 4 and sing 7. 

v_, • ,^a) Sing an augmented 4th up and a diminished 5th down from the follow- 
\ V ^ ing tones, using first the number-names, then the letter-names 
of the pitches: 



(b) Repeat, singing the augmented 4th and its resolution, the minor 

6th. Determine the key of which each interval is a part. 

(c) Sing a diminished 5th up and an augmented 4th down from the 
I following tones, using first the number-names, then the letter- 

names : 



(d) Repeat, singing the diminished 5 th and its resolution, the major 
3rd. Determine of what key each is a part. 


(2) Rhythmic Study: , JTffJH and in ^4 


meter. 

(a) 


Study, using the arm movement to indicate the meter, and sing to 
la on a major scale. These exercises are to be practised very 
slowly, subdividing each pulse. The arm movement for sub- 

4 


divided pulses in 4/4 meter is 



8 


Study the 


rhythms mentally before attempting to sing them. 

Repeat until the eyes can quickly grasp the beaming and group on each pulse. 
At first count one and , two and , three and , etc. \ later only one , two , three , four, and 
make the subdivision mental. 
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J 3 J J J"1 



<4) J*5 i j J J J J • 

• j> ,rm j j 3 J 1 " J ’Jffl 


• rm j j j iJrm 

j n j tz rwssnwffl 
JT?n JTm JTJ5B53.OTS3 
.nSffi 3J 'J53 13J> 7 J> ? J3 


j j 1 j j j 3 jwsj j rwi j . 

J J) 7 J> f JiJ> 9 JJ, 

n^njnwHj j . J- * " 

j j j j rm j 3 j 3 n . j- ’ “ 

JJJTJ9H ^55955 t 1 i J- ’ * 

/— n rm fOTn . j- » « 

j — 3 nrn j * m i j- 7 n 

j — 7*3 nflfflj* ^ J 5 j ■ j- 7 ii 

(3) Practise the following Chord Successions. Watch carefully that in the 
inversions of the V 9 and 0 V 9 in minor the augmented 2nd, from the 6th to the 7th 
degree of the scale, is in tune. 

(a) Sing mentally. Test. 

(b) Sing the number-, then the letter-names. 

(c) Sing to -la, thinking the number-, then the letter-names. 

(d) Have the chord symbols read and sing the chords without reference 

to the written exercise. 
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(e) Sing the following chords in the key of F major to the rhythm of i : 

I, VI, VI, Ii, IV, II, VI, 0 V 9 , I; to the rhythm of 2: I, V 9 , 0 V 9 , 
oV?, I, I 1} IV, IIi, oVS, Ii, VI, oVl, I. 

Sing the following in the key of f minor to the rhythm of 3 : 1, VI, IVi, 
V 7 , V 7 I, 0V 9 , oVl, h, VI, I; to the rhythm of 4: I, I x , 0 V?, 0 V 9 , I, 
IV, V, V 9 , 0 V 9 , VI, I. 

Note Omit the Sth of the V 9 chord. 

(f) Exercises for pitch and key drill in F major and f minor. Sing the 

number-, then the letter-names. Think the sound of the chord 
before singing the tone. 

(1) R of I, sth of I, R of IV, 7th of V 7 , 3rd of I, sth of V, 7th 

of V 7 , 9th of V 9 , R of V, 3rd of V, R of I. 

(2) 3rd of I, 5 th of VI, R of II, 9th of V 9 , R of 0V 9 , 3rd of V 7 , 

R of I, sth of IV, R of 0 V 9 , 7th of 0 V 9 , 5th of I. 


(4) Exercises for Sight- Singing: 
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Lesson xo 

The II 7 chord is formed by adding a third to the II triad. It is a minor 
discord because of the minor 3rd from the root to the 3rd of the chord, the 2nd 
to the 4th degrees of the scale, and the minor 7th from the root to the 7th of the 

chord, the 2nd to the 8th degree of the scale: 

n 7 

When the 8th degree of the scale is the 7th of a chord, it becomes an active 
tone and resolves downward to the 7th degree, as all 7ths of chords contract. 

The II 7 chord may follow any chord but the V, and is followed by the V 7 pr 
the I 2 . 



Section A. 

(1) Construct parallel double periods in Efc> major, using all triads and in- 
versions, the V 7 , V®, 0 V 9 and II 7 chords as a basis. Use the rhythmic figures 

J55555H and HOI 5! in ^ meter - 

In writing melodies with thirty-second-notes it is difficult to slow down the 
mind. Think the subdivisions (the “ ands ”) for each pulse. Study the rhythms 
in Section C of the preceding Lesson, page 90, and the melodies in Section B 
(3) of this Lesson. 

Section B. 

-J" 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords, 

(b) Pause after each II 7 and V 7 and think their resolutions, 

(c) Read each exercise mentally. 

(d) Have each exercise dictated. 
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(b) Play the intervals, determining how they sound in relation to the 

root of the chord and to the key-centre. Note the difference in 
relation to the key-centre of the three minor 7ths. 

(c) Sing the intervals. Test for pitch. 

(d) Transpose the intervals to the keys of Bb, F, G, D and C major. 



(3) Exercises for Melodic Dictation and Sight-Singing: 

Double periods in form. Skips in the II 7 chord and thirty-second-notes in 
duple and triple meter. 

(a) Play the I, IV, II 7 , V 7 and I chords in Eb and read the entire melody 

mentally, beating the meter. Subdivide the pulse on account of 
the slow tempo and the number of notes to a pulse. 

(b) Play the entire melody, studying the effect of the cadences. 

(c) Play the first antecedent phrase twice. Sing from memory to 

la. Sing the letter- and number-names, first mentally, then aloud. 

(d) Practise the first consequent phrase in the same way. 

(e) Play the first period and sing from memory. 

(f) Practise the second period in the same way. 

(g) Play the entire double period and sing from memory. 

(h) Transpose to the keys of F and D major. 

(i) Have each melody dictated as outlined on page 87. 
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The II 7 will be heard as a minor discord and_will be distinguished from the V 7 
because of its minor quality. The dissonance is harsher in quality because of 
the perfect 5th from the 3rd to the 7th of the chord. 



(2) Practise the following Intervals: 

The minor 7th in the II 7 chord, from the 2nd to the 8th degree of the scale, 
will resolve to some interval in the V 7 chord and will be distinguished by its 
resolution and context. 

(a) Play the I, IV, II 7 , V 7 and I chords in Eb major. Think the sound 
of the intervals. 






Section C. 

(i) Rhythmic Study : an.d n in 4/4 meter. 

(a) Study using the arm movement to indicate the meter and sing to la 
on a major scale. 


(» J j> 1 J J J- j 1 J 3 J y J> 1 

® 5 ,dj 3 j n ,r~nr~nj » j> , 
< 8 ) Si.nJj - ] j rj> , jr sj: 3 j v «n . 

(4)- 1 J* J) J- » 1 J J"3 J- 3 J* y 1 

®> ,r3 jrm msi ,r ir~ 1 . j . 

• 6 J uT~imn J~3 iJTTl J ~ 3 J ’ J> 1 

jr ~3 j: 75 J- J> ,nnj » » 

J- if“ 1 J • n 1 J J"S J- J 9 J ’ n 

j - 3 j n ,j~ : J im j » . 

n J~~J5J j j * > 

j- i J m 1 j / 3 j * . 11 

jrj j—hj n ,j- ji j y 
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(e) Sing the following chords in the key of Efc> to the rhythm of I : I, Ii, 
IV, Hi, Ij, VI, Ii, II 7 , V 7 , I; to the rhythm of 2: I, VI, IV l5 V 7 , 
I, II 7 , VI, I; to the rhythm of 3: I, IV, I 2 , VI, I l5 IV, II 7 , I 2 , 
V 7 , I; to the rhythm of 4: I, II 7 , Vf, I, V?, VI, I x , II 7 , V 7 , I. 

✓(f) Exercises for pitch and key drill. Sing the number-, then the 
letter-names. 

(1) R of I, 5 th of I, R of IV, 3rd of II 7 , R of II 7 , 7 th of II 7 , 

3rd of V, R of V, 5th of V, R of L 

(2) R of I, 3rd of IV, R of II 7 , 7th of II 7 , 5th of II 7 , oth of V 9 , 

7 th of V 7 , 3rd of V 7 , 5th of V 7 , R of I. 

(3) 5th of I, 3rd of IV, 5th of II, 9th of V 9 , R of V, 3rd of I, 

3rd of II 7 , 7 th of II 7 , R of II 7 , 5th of II, R of I. 

(4) 3rd of I, 5th of VI, 3rd of VI, 7 th of II 7 3rd of V, 7 th of V 7 , 

9th of V 5 , 5th of I, 3rd of II 7 , R of II 7 , 5th of V, R of I. 

For review, these chords should be sung in all the keys of the preceding 
lessons. 

(3) Exercises for Sight-Singing: 
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(2) Practise the following Chord Successions. Be careful that the 7th of the 
II 7 chord is in tune. 

(a) Sing mentally. Test. 

(b) Sing the number-, then the letter-names. 

(c) Sing to la, thinking the number-, then the letter-names. 

(d) Have the chord-symbols read and sing the chords without reference 

to the written exercise. 
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(b) Pause after each II 7 , III and V 7 inversion and think the chord of 

resolution. 

(c) Read the exercise mentally. 

(d) Have each exercise dictated. 

The II 7 will be distinguished from the II 7 by the diatonic progression of the 
voices. 



(2) Practise the following Intervals: 

(a) Play the I, IV, IIJ, V 7 and I chords in A major. Think the sound 
of the intervals. 
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The II 7 chord is used in all inversions. The II 7 may resolve to the V, V 7 , V| 


or I 2 ; the II 7 to the V, or I 2 ; the II3 to the V 7 ,or 0 V 9 -. 


Section A. 




nl 


ni 


nl 


(x) Construct parallel double periods in A major, using all triads and in- 
versions, the V 7 , V 9 and II 7 chords as a basis. Use the rhythmic figures 


•HE and n in duple and triple meters. 


Section B. 

( 1 ) Practise the following Chord Successions: 

These exercises are in period form, so there will be a pause in the fourth 
measure on the V chord for the semicadence. 

(a) Play the entire exercise, listening to the character of the chords and 
inversions and the effect of the semicadence. 
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(b) Play the intervals, determining how they sound in relation to the 

root of the chord and to the key-centre. 

(c) Sing the intervals. Test. 

(d) Transpose the intervals to the keys of Eb, Bb, F, G, D and C. 






(3) Exercises for Melodic Dictation and Sight-Singing: 
Double periods in form. Skips in the II 7 chord. The 


in, ns and n in duple and triple meter. 


rhythmic figures 


(a) Play the I, IV, II 7 , V 7 and I chords in A major. Read the entire 

melody mentally, using the arm movement to indicate the meter. 

(b) Play the entire melody, studying the effect of the cadences. 

(c) Play the first antecedent phrase twice and sing from memory to la . 

Sing the number- and letter-names, first mentally, then aloud. 

(d) Practise the first consequent phrase in the same way. 

(e) Play the entire first period and sing from memory. 

(f) Study the second period in the same way. 

(g) Play the entire double period and sing from memory. 

(h) Transpose to the keys of G and Bb major. 

(i) Have the melodies dictated as outlined on page 87. 
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(1) 1 

\i J J .J“3 J 

(2) 

J J 

1 JOTJ 

(3) 

J1 J 

■ jotj 

(4) 

JOT J 

,J— 3J 

(B) 

jotj 

,n 3J 

<6) 

I~~3J 

J3J 


J ,J~2 J~1 J , l n 

n .jotjotj i j ■ u 

^^^3 i J •"» J i J* h 
J »"3 i J* J J""73 J i J* n 
J* 3 i J J* J J 'i J* n 

r73.JOT.nj , j- i, 


(2) Practise the following Chord Successions: 

(a) Sing mentally. It is most important that you think in tune. If, 

at the end of the exercise, you are out of tune, go back and test 
at the end of each chord. Do not play the exercise; only the 
key-tone. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the letter- and number-names. 

(d) Sing from dictation. 


1 
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Section C. 

(i) Rhythmic Study. Irregular Rhythms in 2/4 and 3/4. 

Rhythm is irregular when the shorter notes occupy the accented or stressed 
portions of the measure. The metric stress is still on the first pulse, but as the 
rhythmic motion stops on the longer note, that note is brought into prominence 
and acquires an accent. This is known as a Rhythmic Accent. Care should be 
taken not to stress this longer note, as it has stress on account of its length, and 
that stress combined with the rhythmic accent would give a sforzando. 

In setting the following lines, Mr. Johnstone has used duple meter and these 


rhythms : 


1 f-n j , f-n j 

Land of the brave, land of the free 


The natural inclination is to give all the stress upon the words “brave” and 
“free,” thus giving the effect of beginning on the up-beat: m 1 j m 1 j 


The stress should be on “land,” and the rest of the measure a relaxation. The 
words “brave” and “free” will receive proper stress on account of the length of the 
notes without any effort of the singer. 

(a) Study, using the arm movement to indicate the meter, and sing to 
la on a major scale. 


a> | J J 1 .HJ J 1 J771 J 1 J 11 

< 2 ) «n j 1 js j? j 1 j 73 3 1 j it 

<$> J773J 3J 1 J 11 

(4) J 1 1 3 J 1 J575 J 73 1 J 11 

( 5 ) nj 1 J773J 1 J—lffTl 1 J .1 

in j rSiJJi n 1 j n 
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(e) Sing the following chords in the key of A to the rhythm of I : I, V, 

Vf, V2, Ii, II 7 , III, I2, V 7 , 1 ; to the rhythm of 2: I, VI, II 7 , I 2 , V 7 , 
Ii, II 7 , II3, V 7 , V 7 , I; to the rhythm of 3: I, IV 2 , II 7 , V 7 , V3, Ii, 
II 7 , I 2 , V 7 , I; to the rhythm of 4: I, IIJ, V 7 , Ii, IV, IVi, III, 
V’/oVfj Ii, II 7 , V 7 , I. 

(f) Sing tWfexercises for pitch and key drill of the preceding Lesson 

in the key of A major. 

(3) Exercises for Sight-Singing : 




Folk-Dance 







The IV 7 chord is formed by adding a third to the IV triad. It is a major 
discord because of the major 3rd from the root to the 3 r d of the chord, the 4th 
to the 6th degree of the scale, and the major 7th from the root to the 7th of the 

chord, the 4th to the 3rd degree of the scale 


#■ 

IV 7 


The 3rd degree of the scale, as the 7th of this chord, resolves downward to 
the 2nd degree. 

The IV 7 chord may follow the I, VI or IV chords. It will be followed by the 
II 7 , V| or I 2 . 

The IV 7 chord sounds like a III chord with a suspended 3rd degree of the 
scale. 


Section A. 

(1) Construct double periods in Ab major, with the antecedent phrases 
alike and a new second consequent phrase. See melodies in Section B (3). Use 
all triads and inversions, the V 7 , V 9 , 0V 9 , II 7 and IV 7 chords as a basis. Use the 
irregular rhythms in 2/4 and 3/4 as given on pages 108 and 109. 
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(2) Practise the following Intervals: 

The major 7th in the IV 3 * * * 7 chord, from the 4th to the 3rd degree of the scale, will 
resolve to some interval in the V 7 or II 7 chord, or to the major 6th in the I 2 chord. 

(a) Play the I, IV 7 , II 7 , V 7 and I chords in the key of Ab major. Think 

the sound of the intervals. 

(b) Play the intervals determining their sound in relation to the root 

of the chord and to the key-centre. 

(c) Sing the intervals. Test. 

(d) Transpose the intervals to the .key of Eb, Bb, F, G, D and C major. 



(3) Exercises for Melodic Dictation and Sight-Singing: 

Double periods with a new second consequent phrase. Skips in the IV 7 chord. 
Irregular rhythm in 2/4 and 3/4 meter. 

(a) Play the I, VI, IV 7 , II 7 , V 7 and I chords in Ab major. Read each 

melody mentally at a moderate tempo, using the arm movement 
to indicate the meter and thinking the rhythmic subdivisions. 

(b) Play the entire melody, studying the effect of the cadences. 

(c) Play the first antecedent phrase and sing from memory to la. Sing 

the number-, then the letter-names. 

(d) Practise the first consequent phrase in the same way. 

(e) Play the entire first period and sing from memory. 

(f) Study the second period in the same way. 

(g) Play the entire double period and sing from memory. 

(h) Transpose to the keys of G, F, and Bb major. 

(i) Have each melody dictated as outlined on page 87. 
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Section B. 

(i) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords and 

the effect of the semicadence. 

(b) Pause after each II 7 and V 7 and think the chord of resolution. 

(c) Read each exercise mentally. 

(d) Have each exercise dictated. 

The 111 chord will be determined by its chord of resolution, the I 2 or V 7 . 
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Section C. 

(1) Absolute Intervals. 

There are major 7ths on the staff from c-b, f-e; in the major scale from 1-7, 
4-3 ; in the minor scale from 1-7, 3-2, 6-5 ; in the IV 7 chord in major. There are 
minor 2nds on the staff from e-f, b-c; in the major scale from 3-4, 7-8; in the 
minor scale from 2-3, 5-6, 7-8. To sing a major 7th up call the lower tone I 
and sing 7; to sing a major 7th down call the upper tone 7 and sing 1. To sing 
a minor 2nd up, call the lower tone 7, and sing 8 ; to sing a minor 2nd down, call 
the upper tone 8 and sing 7. 

(a) Play any tone on the piano and sing a major 7th up, using first the 

number-names, then the letter-names. 

(b) Play any tone on the piano and sing a major 7th down, using first 

the number-names, then the letter-names. 

(c) Play any tone on the piano and sing a minor 2nd up, using first the 

number-names, then the letter-names. 

(d) Play any tone on the piano and sing a minor 2nd down, using first 

the number-names, then the letter-names. 

(2) Rhythmic Drill. Irregular rhythm in 4/4 meter. 

(a) Study, using the arm movement to indicate the meter, and sing to 

la on a major scale. 
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Sing the following chords in the key of Ab to the rhythm of 1 : Ij I* 
IV 7 , V|, Ii, IV, IV 7 , I 2 , V 7 I; to the rhythm of 2: I, VI, IV 7 , V 7 , 
VI, Ii, IV, IV 7 , II|, V|, It; to the rhythm of 3 : I, IV 2 , II 7 , 0 V 9 , I, 
IV 7 , II 7 , V 7 , V*, I; to the rhythm of 4: I, IV, II 7 , II|, I 2 , IV 7 , V|, 
V|, I, Iy 2 , L 

Exercises for pitch and key drill. Sing both the number- and 
letter-names, v a „ , 

(1) R of I, R of IV 7 , 5th of IV 7 , 7th of IV 7 , 3rd of I 2 , 5th of V, 

'' 7th of V 7 , R of V 7 , R of I, 7th<bf II 7 , R%f II 7 , Ad of V, 
l) 5th of V, R of I. ^ > 

(2) 3^0^ I, 5th o^ VI, 7th of IV?, 5th of VI R of I, 3th of I, 

t> txf TV7 *t+T, ^ f Tt7"7 -D^f TT7 TT7 „9u V 


R 'bf B IV 7 , 7th of IV 7 , g^of II 7 , 7th* of II 7 , 3?a of V, 
7th^ofV 7 »3rd^fV,RSfL A V 

5th of I* R of V, Qthof V 9 , 7th of V 7 , 3rd of I, Rof II, 
7th ~6f IV 7 , 7th^of II 7 , 9 th & V 9 , 7th 'of V 7 , 5th' of V 7 , 
RofI.i> 
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(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test. 

(b) Sing the number-, then the letter-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation. 
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Lh 


l C 


U) 3rd of I, 7th of, II 7 , R,of II 7 , 3rd, of II 7 , 7th of V 7 
31^ of V 7 , R of I, 3rd W IV 7 , 7 th " 6f Iy7 , 5 th ° f Iv , 
1 7th of II 7 , 3rd of V 7 , R of I. 

(g) Transpose to other keys. 

(3) Exercises for Sight-Singing: 
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The VI 7 chord may follow the I chord, and the VI chord. It will be followed 
by any chord but jiieJL 

TheVI 7 chord sounds like the II 7 chord with the 3rd and 5th degrees of the 
scale suspended. 


Section A. 

(1) Construct double periods in F major, with a new second consequent 
phrase. Use all triads, inversions, seventh- and ninth-chords as a basis for the 
melody. Employ irregular rhythms 4/4 meter. 


Section B. 

(1) Practise the following Chord Successions : 

In these exercises in triple meter the chord on the third pulse resolves to the 
chord on the first pulse; the chord on the second pulse is unrelated and allows 
foreign progression, the V to the IV or V to the II chord. 

(a) Play the entire exercise, listening to the character of the chords and 

inversions. 

(b) Pause after each II 7 and V 7 chord and think the chord of resolution. 

If you cannot hear mentally the chord of resolution, play it, then 
go back and try again. 

(c) Read the entire exercise mentally. 

(d) Have each exercise dictated. 


The II3 chord is recognized by its chord of resolution, the V 7 , or by its 
diatonic introduction by the I chord. 
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Lesson 13 

The VI 7 chord is formed by adding a third to the VI triad. It is a minor 
discord because of the minor 3rd from the root to the 3rd of the chord, the 6th 
to the 8th degree of the scale, and the minor 7th from the root to the 7th of the 


chord, the 6th to the 5th degree of the scale: 


The 5th degree of the scale, as the 7th of this chord, resolves downward to 
the 4th degree. 
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(3) Exercises for Melodic Dictation and Sight-Singing: 

Double periods with new second consequent phrase. Skips in the VI 7 chord. 
Irregular rhythm in 4/4 meters. 

(a) Play the I, VI 7 , II, 7 V 7 and I chords in the key of F major. Read 

each melody mentally, using the arm movement to indicate the 
meter and thinking the rhythmic subdivisions. Be careful not to 
overstress the rhythmic accents. 

(b) Play, studying the form. 

(c) Play the first antecedent phrase and sing from memory to la. Sing 

the number-, then the letter-names. 

(d) Practise the first consequent phrase in the same way. 

(e) Play the entire first period and sing from memory. 

(f) Study the second period in the same way. 

(g) Transpose to the keys of Eb, D, G and A major. 

(h) Have each melody dictated as outlined on page 87. 




(2) Practise the following Intervals: 

The minor 7th in the VI 7 chord will resolve to some interval in the IV 7 , II 7 
or V 7 chord. 

(a) Play the I, VI 7 ? IV 7 , II 7 , V 7 and I chords in F major. Think the 

sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root 

of the chord and to the key-centre. 

(c) Sing the intervals. Test. 

(d) Transpose the intervals to the keys of Eb, Bb, G, D and C major. 
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<*> 4 J J""3 J l J JttZ J .1 J J | J £ II 

<2> J J J^J i «n J"3 i J^3J iJ ^ h 
(3) J"] «T73J r}575«OT1/l iJTHjn/T5iJ * n 

(4> jra/T3jrj l j^jmjnj I r3anjna..j j „ 

J J**) J J"d J* J i J* J JTJ5 J* D i j* J «T"3 J i J J ii 
<6) J^smrii JT1J573J iJ T3-T3J id * » 


(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test for pitch. 

(b) Sing the number-, then the letter-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation. 

1 
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Section. C. 

(i) Rhythmic Drill. Irregular rhythm in 3/4 meter. 

(a) Study, using the arm movement to indicate the meter, and sing to 
la on a major scale.- 
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(e) Sing the following chords in the key of F major to the rhythm of I : 

I, 0 v 9 , I, VI 7 , VI, V 7 , I, III, VI, I; to the rhythm of 2: I, III, HI, 
I,, V 5 ,' Ii, IV 7 , I 2 , III, V 7 , I; to the rhythm of 3: I, III, I 2 , 0 V 9 , I, 
VI 7 , IV 7 , VI, Ii, III, I2, v 7 , I; to the rhythm of 4: I, IV, III, VI, 
lx, VI, VI 7 , IVI, V 7 , I, III, I2, V 7 , I. 

(f) Exercises for pitch and key drill. Sing both the number- and letter- 

names. 

(1) 5th of I, 7th of VI 7 , 7th of V 7 , 3rd of I, 7th of V 7 , R of V, 

3rd of V 7 , sth of V 7 , R of I, 7th of IV 7 , R of II 7 , 5th of 
V, R of I. 

(2) 3rd of I, 7th of IV 7 , 7th of II 7 , 3rd of V, 7th of V 7 , 3rd of 

I, 5th of VI 7 , 7th of VI 7 , 5th of I, 3rd of VI 7 , 5th of IV 7 , 
7th of II 7 R of I. 

(3) R of I, 7th of II 7 , 3rd of V 7 , R of V 7 , 5th of I, R of VI, 3rd 

of VI 7 , R of IV, 7th of IV 7 , R of II, 7th of II 7 , 3rd of V 7 , 
R of I. 

(4) 3rd of I, R of II 7 , 3rd of II 7 , 7th of V 7 , 3rd of V 7 , 3rd of 

I, 5th of I, 7th of VI 7 , 7th of V 7 , 3rd of I, 7th of IV 7 , 
3rd of I 2 , 7th of V 7 , 3rd of I. 

(g) Transpose to other keys. 

(3) Exercises for Sight-Singing: 
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The #4 and b6 together in the II^ and IVj^: 


i 


n 1 % ivfo 


#2, #4 and b6 together in the 



#2 and b6 together in the 0 V^: 

2 



S SON 14 


The raised 4th degree is used as a chromatic passing-tone in progressing 
either from the 4th to the 5th degree, or from the 5th to the 4th degree: 



Skips may be made from or to the raised 4th degree in the II# chord. The 
scale-line using the natural 4th degree or skips in the V 7 or I chord should follow: 



n 7 f 


Section A. 

(1) Construct double periods in C major, with a new second consequent 
phrase. Use all triads, inversions, seventh- and ninth-chords and the II* 
chord as a basis for the melody. Employ irregular rhythms in 3/4 meter. 

Section B. 

(1) Practise the following Chord Successions: - 

The 0 V 9 chord is a discord because of the minor 7th from the root to the 
seventh of the chord, the 7th to the 6t h degree of the scale. The pV chor d 
may be follow ed by tlje V 7 , V^or I chor ds 

(a) Play the entire exercise, listening to the character of the chords and 

inversions. 

(b) Pause after each 0 V 9 , II 7 and V 7 and think the chord of resolution. 

Test. 

(c) Read the entire exercise mentally. 

(d) Have each exercise dictated. 

The 0 V 9 chord will often be confused with the II 7 , as they have three tones 
in common, the difference being that the Jth. degree of the scale is in the 0 V 



CHAPTER IV 


CHROMATICALLY ALTERED CHORDS 

The pitch of the 1st, 2nd, 4th, 5th and 6th degrees of the major scale may be 
chromatically raised a half-tone, and the 2nd and 6th degrees chromatically 
lowered a half-tone, without disturbing the feeling of the tonality. 

In using the scale-line these inflections must progress chromatically as chro- 
matic passing-tones, never diatonically, or a modulation will occur: 3 4 $4 5 or 

5 #4 3 , n °t 3 #4 5 or 5 #4 3 : 

In minor, the 2nd and 5th degrees are not raised because of the lowered 3rd 
and 6th degrees. The 6th degree is raised in. the melodic progression from the 
6th to the 7th degree, and the 7th degree is lowered in the melodic progression 
from the 7th to the 6th degree. 

In skips, single or consecutive, the altered tones must be part of a chord. 
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2nd degree of the scale; the major 6th from the 5th to the 3rd of the chord, from 
the' 6th to the #4th degree of the scale. 

(a) Play the I, IV, II 7 , II#, V 7 and I chords in C major. Think the 

sound of the intervals. 

(b) Play the intervals determining their sound in relation to the root 

of the chord and to the key-centre. 

(c) Sing the intervals. Test. 

(d) Transpose the intervals to c minor. 




(3) Exercises for Melodic Dictation and Sight-Singing: 

Double periods with new second consequent phrase. Skips in the II# 
chord and the #4th degree used as a chromatic passing-tone. Irregular rhythm 
in 3/4 meter. 

(a) Play the I, IV, II 7 , II#, V 7 and I chords in C major. Read each 

exercise mentally, using the arm movement to indicate the meter 
and thinking the rhythmic subdivisions. 

(b) Play, studying the effect of the chromatic tones. 

(c) Play the first antecedent phrase and sing from memory to la. Sing 

the number-, then the letter-names. * 

(d) Practise the first consequent phrase in the same way. 

(e) Play the entire first period and sing from memory. 

(f) Study the second period in the same way. 

(g) Transpose to the keys of B, A, D and E major. 

(h) Have each melody dictated as outlined on page 87. 
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and the 1st degree in the II 7 . Play the II 7 chord in place of the 0 V 9 , then the 
0 V 9 , until you hear the difference. 

(e) Repeat these exercises in c minor. 

,l|f rn ' I ' 1 *' ? 3 ' r ' 

822 854 3 4 6 5 655 221 342 1 

f\ 111 I . , . 



(2) Practise the follozoing Intervals: 

The following intervals, parts of the IIJ chord, are used: The major 3rd 
from the.root to the 3rd of the chord, the 2nd to the # 4 th degree of the scale: 
the minor 3rd from the 3rd to the 5th of the chord, the # 4 th to the 6th degree 
of the scale; the minor 6th from the 3rd to the 8th of the chord, the # 4 th to the 
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Section C. 

(i) Rhythmic Drill. Irregular rhythm in 6/8 meter. 

(a) Study, using the arm movement to indicate the meter, and sing to 
la on a major scale. 

(i > | J J J J * , J J J J J 1 1 j j j J ^ i J 7 ii 
(2) .TOm , J5TO3J J>, J3.JTT53J ), 
<3> J~3TO J. ,r75?3J J),JT573J JSJJJJJJJ 7 „ 

<« J J3 J J- iJ /3J J J J3,J J5J 7„ 

J* 3 J J* i J- 3 J J J) , J. 3 J J ^ i J 7 „ 

<«> J J3J- iJ J3J- , Ji 353 J fl,J7777SJ 7 „ 


( 2 ) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test for pitch. 

(b) Sing the number-, then the letter-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation. 

1 _ 
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( 3 ) Exercises for Sight- Singing: 





( 3) (e) Sing the following chords in the key of C major to the rhythm of I : 

I, IV, III fe I„ V|, I l5 HI, Vi I; to the rhythm of 2: I, II 7 , II 3 7 , 
Hi* 0V 9 , I, IIS, II 7 ,, I 2 , V 7 , I; to the rhythm of 3: I, VI, IVi, II 2 , 
II 7 *, I 2 , VI, I, III HI*, VI, I: to the rhythm of 4: I, IV 7 , III, H 7 # , 
I 2 , VI, 0V 9 , I, Hi III*, V 3 7 , V 7 ,I. 

(f) Exercises for pitch and key drill. Sing both the number- and letter- 
names. 

(1) R of J, 7th of II 7 , 5th of Hi 3rd of II|, R of V 7 , 7th of 

V 7 , 3rd of I, R of Ili 3rd of Ili 7th of V 7 , 3rd of V 7 , 

R of I. 

(2) 3rd of I, R of IV, 3rd of Ili 7th of II 7 , 3rd of V 7 , 7th of 

V 7 , 5th of I, 7th of VI 7 , 3rd of Ili 5th of I 2 , 5th of V 7 , 

R of I. 

(3) 5th of I, 7th of IV 7 , R of II 7 , 5th of II 7 , 3rd of II 7 , 3rd 

of Hi 7th of V 7 , 3rd of I, 7th of II 7 , 3rd of, II*, 3 r <i °f 
II 7 , 7th of V 7 , 3rd of I, R of I. 

(4) 8th' of I, 3rd of IV, 7th of IV 7 , R of II 7 , 7th of II 7 , 3rd 

of II 7 , 3rd of Hi 5th of. Ii, 3rd of II|, 7th of V 7 , 3rd of 
V 7 , R of I. 


(g) Transpose to other keys. 
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Lesson 15 

In a melody skips may be made from or to the raised 4th degree of the scale 
in the IV# chord. The scale-line, using the natural 4th degree, or skips in the 

II#, or I 2 Wchord, should follow 

Section A. 

(l) Construct double periods in Bb major, with a new second consequent 
phrase. Use all triads, inversions, seventh- and ninth-chords and the II# and 
IV# chords, as a basis for the melody. Employ irregular rhythms in 6/8 meter. 
See Section C of the preceding Lesson. 




8 
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(2) Practise the following Intervals: 

In the IV# chord there will be a minor 3rd from the root to the 3rd of the 
chord, the #4th to the 6th degree of the scale; a diminished 5th from the root 
to the 5th of the chord, the $4th to the 8th degree of the scale; a minor 7th from 
the root to the 7th of the chord, the #4th to the 3rd degree of the scale. 

(a) Play the I, IV 7 , IV£, III#, V 7 and I chords in Bb major. Think 

the sound of the intervals. 

(b) Play the intervals determining their sound in relation to the root 

of the chord and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to C major. 




(3) Exercises for Melodic Dictation and Sight-Singing: 

Double periods with a new second consequent phrase. Skips in the IV? 
chord and the #4th degree used as a passing-tone. Irregular rhythm m 6/8 

mCter ’ (a) Play the I, IV, IV 7 , 'IV 7 #, I 2 , V 7 and I chords in Bb major.. Read 
each exercise mentally, using the arm the movement to indicate 
the meter and thinking the rhythmic subdivisions. 

(b) Play, studying the effect of the chromatic tones. 

(c) Play the first antecedent phrase and sing from memory to la. bmg 

the number-, then the letter-names. 

(d) Practise the first consequent phrase in the same way. 
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Section B. 

(i) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords and 

inversions. 

(b) Pause after each IV 7 , II 7 , V 7 and 0V 9 chord and think the chord of 

resolution. 

(c) Read the entire exercise mentally, 

(d) Have each exercise dictated. 

The IV 7 chord sounds like a II 7 chord with the 3rd degree of the scale 
suspended. Be sure the mind grasps the characteristic tone of difference 
between these chords. 
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{ i J p J i r g i JTff r | j i m , i j i jj i i rir rrTf-p 





Section C. 

( I ) Rhythmic Drill: 

A tie and a dot have the same effect and are sung in the same manner, with 
a slight pressure on the tied note so as to preserve the pulse. 

1 GSHESj 

v ^ • • • Rhythms which can be expressed by a dot are seldom ex- 

pressed by ties J .. J) f not J n 

When holding a tied note, always think the subdivision which makes the next 
figure, i.e., if singing i \jm f think the triplet as the quarter is held; for 

the figure J JTT3 , think either two eighths or four sixteenths. 

(a) Study, using the arm movement to indicate the meter, and sing the 
rhythms to la on a major scale. 


(1) ^ J i J ^£ 2 *^ i J* 3 1 J N 

( 2 ) UT2 i J__J J J i F“3 J J J J i J ii 

<3) J^/Tl i J_/T 3 i TTi J 75 1 J H 

(4> 1 i « i_J7n . n j ns » J h 

<6) jjti iJfflJ m.j * ii 

( 6 ) J j. 3 1 J J* d i J 755 FF5S i «T 3 J ^ 


ii 
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(e) Play the entire first period and sing from memory. . 

(f) Study the second period in the same way. 

(g) Transpose to the keys of C, D, A and G major. 

(h) Have each melody dictated as outlined on page 87. 

In all wide or consecutive skips, it is most important to remember the tone 
jumped from. In Ex. 1, measure 7, you hear chord-line from the 3rd degree 
down for three tones, then a skip back to the same tone. 'In that way you do 
not have to think of the large skip. Ex. 3, measure 6 and 7, if the pitch of “f” 
is remembered there is no difficulty in recognizing the “elq”. In Ex. 4, measure 3, 
remember “f,” which will recur in 4; meas. 4, “d,” which will recur in 5; meas. 
5, “efcl” and “c,” so as to get the “eb” and “c” following. 
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(d) Sing the following chords in the key ol' Bbjmajor to the rhythm of I : 

I, I 2 , 1 $, VI, VI, I, III, II 7 , VI, I ; 'ter'the rhythm of 2: I, VI 7 , 
IVI», I2, IVJ, III S , VI, Ii, III, I2, V 7 , I; to the rhythm of 3 : I, IV#, 
VI, Ii, II 7 #, I 2 , II 7 , II 7 #, I2, V 7 , I; to the rhythm of 4: I, III, III*, 
0 V 9 , VI, I, IV#, II#, I2, V 7 , 1 . 

(e) Transpose these exercises to other keys. 

(f) Sing the exercises for pitch and key drill of the preceding Lesson on 

page 138, in the key of Bb major. 
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(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test. 

(b) Sing to la, thinking first the number-, then the letter-names. 

(c) Sing from dictation. 

In singing these rhythms be sure that the mind takes in the rapid arpeggio 
as a unit. While the tied note is being held, think the rhythm and arpeggio that 
is to be sung on the next pulse. 







[ 1111 ! 
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(2) Practise the following Intervals: 

In the II#g chord there will be a minor 3rd from the root to the 3rd of the 
chord, the $2nd to the $4th degree of the scale; a diminished 5th from the root 
to the 5th of the chord, the #2nd to the 6th degree of the scale; a diminished 
7th from the root to the 7th of the chord, the $2nd to the 8th degree of the scale; 
a major 6th from the 3rd to the 8th of the chord, the #4th to the #2nd of the 
scale; an augmented 4th from the 5th to the 8th of the chord, the 6th to the #2nd 
degree of the scale; an augmented 2nd from the 7th to the 8th of the chord, the 
8th to the if2nd degree of the scale. 

(a) Play the I, IV 7 , II 7 , II|, Iljg, V 7 and I chords in B major. Think 

the sound of the intervals. 

(b) Play the intervals determining their sound in relation to the root of the 

chord and to the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to C major. 
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In a melody the raised 2nd degree is used as a chromatic passing-tone between 
the 2nd and 3rd degrees and the 3rd and 2nd degrees. In progressing from 
the 3rd to the 2nd degree, the progression is often written 3, lowered 3 and 2. 
It will be found simpler and much less confusing in both harmonic and melodic 
relations in major to use the raised 2 nd, nev er the lowered 3rd degre e, as this is 

the characteristic tone of the minor mode. 

Skips may be made from or to the raised 2nd degree of the scale in the II## 
chord. The scale-line, using the natural 2nd degree, or skips in the II#, II 7 , V 7 


or I chord, should follow. 



Section A. 

(x) Construct double periods in B major, with a new second consequent 
phrase. Use all triads, inversions, seventh- and ninth-chords, the II#, IV#, 
and IIJ#, as a basis for the melody. Employ the rhythms given on page 145. 




Section B. 


(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords and 

inversions. 

(b) Pause after each seventh-chord and think the chord of resolution. 

(c) Read the entire exercise mentally. 

(d) Have each exercise dictated. 



V 
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(3) Exercises for Melodic Dictation and Sight-Singing. 

Double periods with a new second consequent phrase. Skips in the II#* 
chord and the raised 2nd and 4th degrees used as passing-tones. The tie in 2/4, 
3/4 and 4/4 meter. 

(a) Play the I, II 7 , III, l > V? and } chords in B ma j on Read 

each exercise mentally. Test for pitch. 

(b) Play the entire melody, studying the effect of the cadences, the 

chromatic tones and the ties. 

(c) Take each section of the melody which has a chromatic inflection 

and sing it first without the altered tones, then as written. 

(d) Play the first antecedent phrase and sing from memory to la. Sing 

the number-, then the letter-names, mentally and aloud. 

(e) Practise the first consequent phrase in the same way. 

(f) Play the entire first period and sing from memory. 

(g) Study the second period in the same way. 

(h) Play the entire double period and sing from memory. 

(i) Transpose to the keys of C and Bb major. 

(j) Have each melody dictated, as outlined on page 87* 
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Section C. 


(i) Rhythmic Drill: 

(a) Study, using the arm movement to indicate the meter, and sing the 
rhythms to la on a major scale. 


cd | j J_J353i/3 ,f 33J i u 

» Jli ffl I.TJJ / - 3,JT3J J353J J „ 


®f ^3 J l_f? J!iJ- * 

<« J_J33JJ3J5i«n 4_J533i J 
® J_JT3J333iJ353J J J3iJ _J- 3 J- iJ- 

• 4J-3.H3 , jia jjra , Jin jjra „ yti j * 

o> n i ifi J_J353 1 J"3 J /I iJ_J333 J * 

(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test. 

(b) Sing to la, thinking the number-, then the letter-names. 

(c) Sing from dictation. 



1 
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(d) Sing the following chords in the key offBf major to the rhythm of i: 

I, Ii, lilt, Ii, IV 7 , I 2 , INTfllgNl, I; to the rhythm of 2: I, IV, 
VI, VI, I l5 11 ^, lift III# I2, V 7 , I; to the rhythm of 3: I, II 7 , 
Ilj^Ii, IV*, III*, VI, 1 , 0 V , VI, I; to the rhythm of 4: I, IV 2 , 0 V 9 , 
/ VI, I, III, Ills, mis, VI, VI, I. 

(e) Exercises for pitch and key drill. Sing the letter- and number-names: 

(1) R of it R of nag- 3rd of lift; 7th of V 7 f R of Vf 3rd of I,® 

3rd of IV? R of 11 & 3rd of Ip 3rd of Vf R of I.V 

(2) 3rd of if 3 ra of iVg R of 11 % R of IIfc + S th of IV$ 7 th of V 7 f 

5th of 7th of ll r ¥ 3rd of II^ 7th of V 7 ^ 3rd of 1/ 

(3) 5th of I* 3rd of I Vf 5 th of IVprth of Ipy Rof III*;- 5 th of II& 

5th of R* R of IV5- 3rd of V 7 p 5th of V 7 f R of IV s 

(4) 3rd of Bf 7th of II 3 k 5 of IlJ^Sth of II#$f 3rd of IIJl, 3rd of I, 

7th of V 7 * 5th of I,\3rd of V^K of iXs 

(f) Sing this drill in the keys of Bb and C major. 

(3) Exercises for Sight-Singing: 
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Work as in the preceding Lessons. Write the chord symbols and construct 
the melody from the chords. It is best not to modulate until there have been 
enough chords in the key. to establish the tonality; in duple' and quadruple'meter 
at least three, and in triple meter at least four. 

* Note. — The IV or V chord progressing to the I chord establishes a key. 
When modulating in the period form the modulation to the key of the domi- 
nant is generally made in the antecedent phrase, so that the perfect cadence in 
the dominant key takes the place of the semicadence. See Ex. i, Section B 
(I). 

Section B. 

(i) Practise the following Chord Successions: 

(a) Play the entire exercise slowly, listening to the character of the 

chords, if major or minor, active or rest, inverted or fundamental. 
Do not try to think the key. 

(b) Pause after the last chord in C and think the rest r of the phrase. 

Pause after the last chord in G and think the rest of the phrase. 

(c) Sing the number-names of the soprano as you play. 

(d) Read the entire exercise mentally. 

(e) Have each exercise dictated. 

(1) As the entire exercise is played, relax and listen to the sound of 

the chords. Do not analyze. ’*<• ~ 

(2) As the chords are played a second time, write down the chord 

symbols as you hear them, regardless of key. 

(3) Write the numbers of the soprano. In Ex. 1 you will hear the 

first three numbers as 8, 7, 8;' the next as 8; the next "as 3, 
or possibly it will be uncertain; the next as 2, I. The mind 
will reflect and hear 3, 2, 1. In that case the fourth pitch will 
have to be 4, as the unaccented pulse is always related to and 
progresses into the accented pulse. In the consequent phrase 
you will hear 3, 4, 3, then 5, then 3, 2, 1. The mind will reflect 
and make the fourth pitch 2, resolving up to 3 over the bar. 

(4) Next, write the absolute pitches of the soprano. In Ex. 1 you 

will have c, b, c as 8, 7, 8; then c as 4, b as 3, a as 2 and g as I, 
therefore you have modulated to .G major. In the consequent 
phrase, b, c, b, as 3, 4, 3 of the key of G, the d as 2, e as 3, d as 
2 and c as 1, therefore a modulation back to C major. In Ex. 
4, the c in the second measure is, at the same time, the 8th 
-degree of the key of C and the 4th of G. 
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CHAPTER V 

'MODULATION AND EMBELLISHMENT 

Modulation is the process of progressing from one key or mode to another. 
_ Modulations, to the keys of the Dominant, Subdominant, the Relative Minor 
and the relative minor keys^bf the Dominant and Subdominant are most used; 
these are easily made because of the common tones and chords. Modulations 
to these keys are known as N ext-Related Modulations. 

* • * o 


. The mext-related.keys are those on either .side of a 
key in the circle of keys, and have one accidental more 
or less in the signature. 


In modulating, it is best to leave the key with the I chord on an accented 
pulse of the meter and to begin the new key with any chord but the I on an 
unaccented pulse of the meter. 



Lesson 17 

Modulation to the Dominant Key and back is by the V I * * * * * 7 * or a common chord; 
e.g., the I chord of C is the IV chord of G; the V chord of C is the I chord of G; 
the VI chord of C is the II chord of G; the III chord of C is the VI chord of G. 



r-tt 

»— 







I of C VofC VIofC mofC 

IVofG IofG Hof G VI of G 

In Section B, Ex. 1, the first three chords establish the key of C major. The 

key of G begins with the IV chord, the second chord in the second measure. The 
first chord in the second measure is the I chord of C major, because it is the 

resolution of the preceding V chord. The next chord, though identical with the 
preceding chord, is the IV chord of G major, as it resolves into the I2 chord over 
the bar. The same type of modulation is made from G back to C in the second 
phrase. In Ex. 2, the first chord in the consequent phrase is either the I of C or 
the V of G. In Ex. 3, the key of G begins with the V 9 : the I of C preceding is the 
IV of G. The consequent phrase begins with the V 9 of C. In Ex. 4, the second 
chord of the second measure is the Ij of C, the resolution of the V| chord, and at 

the same time the IV X chord of G progressing over the bar into the I chord. 

✓ 

Section A. 

(1) Construct parallel and contrasting periods in the key of C major, 
modulating to the key of the dominant and back. Employ the meters and 
rhythms given on page 154. 


1160| 
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(3) Exercises for Melodic Dictation and Sight-Singings 

Modulations to the Dominant Key. The tie in 4/4 and 6/8 meters, and skips 

in the IIJ* chord. *. , , T 1. j c n 

In each melody the modulation to G major is made after a I chord of C on 

an accented pulse. The modulation back to C is made after the I chord of G 
on an accented pulse, or at the beginning of the consequent phrase. 

(a) Play the I, V 7 , I chords in C, the IV, I 2 , V 7 , 1 chords in G, the V 7 , 1 

chords in C. Read the exercise mentally. 

(b) Play the entire melody and decide where the modulations occur. 

(c) Play the antecedent phrase twice and sing from memory to la. Sing 

mentally the number-names, the letter-names. Sing aloud. Test. 


Note In each melody, at the point of modulation the tones could he in either key. A safe rule is 
to beein the" numbers of the new key on an unaccented pulse, except after the cadence. In the third measu e 
Of nfthe a U tiSe 5th of c?the next three notes at first sound like 3, 2, 1 of C but as soon as you hear the 
b a g as tie 3, 2, 1 of G the mind reflects and rhythmically includes the e, d, c with the b, a, g, making 
it 6,’ 5, 4, 3, 2, 1 6 i G. The next phrase begins in C. 


(d) Practise the consequent phrase in the same way. 

(e) Play the entire period and sing from memory. 

(f) Transpose to the keys of B and D major. 

(g) Have the melodies dictated, as outlined on page 19. 

The pupil marks where the modulations occur and the scale-steps. 




£ jS J- if >(,, >o 
& * 




(2) Practise the following Intervals: 

(a) Play the I, IV, II 7 , II|, II*$, V 7 and I chords in C major. Think 

the sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root 

of the chord and to the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to D major. 




« git 1 - ‘ .S.K * lilit 


1 1 Birr* » 1 


i n 7 || 1 n 7 n 7 v 7 1 yi iv 7 v 7 i iv 7 n 7 v 7 1 n'fyir v'i 

,5 /H >V Ll-La L ihl 


1 % mi*.« » 1 
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Section C. 

(i) Absolute Intervals. 

There are diminished 7ths in the major scale from 7~b6, $2— 8, $6— 5; in 
the minor scale from 7-6, #4-3 ; in the 0 V®, IIJ* and VI L* chords. There are 
augmented 2nds in the major scale from b6~7, 8-^2, 5-^6; in the minor scale 
from 6-7, 3~#4. A diminished 7th sounds the same as a major 6th and is sung 
up and down as the major 6th. The augmented 2nd sounds the same as a 
minor 3rd, and is sung as the minor '3rd. 

(a) Sing a diminished 7th up and an augmented 2nd down from the 
following pitches, using first the number-names, then the letter- 
names. (Use the numbers 7-6 for the diminished 7th and 6-7 
augmented 2nd.) 



(b) Sing a diminished 7th down and an augmented 2nd up from the 
following pitches, using first the number-names, then the letter- 
names. 



(2) Rhythmic Drill: 

(a) Study, using the arm movement to indicate the meter, and sing 
to la on a major scale. Beat two to the measure. As the J. 
is held, the mind divides the pulse into triplets. 


o> | 
(2) 

( 3 ) 

( 4 ) 

( 5 ) 

(6) 

( 7 ) 


J J) J J) 

m j. J> 

JZ 

nmr ^: i 

m j. 



■ J „- J~T ~3 

1 J. SJJJJJ 



(over) 
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(f) Sing the following chord successions to the rhythm of i : I, IV, Vf, Ii 
ftp — T?” > *1 > - — | 

IVi, I2, VI, £? IV 7 *, I 2 , V 7 , I; to the rhythm of 2: I, III, IV, I 

4AV ' ' | {t ., 

II, II#, V% vj, I; to the rhythm of 3 : I, Vi, Ii, II& oV?, I 

.•!, » »*_ G major > <«* U' 1 ' major . 


IVi,lj?,V T ,Vl,Ii, III#* IfcV 7 , 1 ; to the rhythm of 4: I,IV,,qV*,VL I 

Gjnafpr 

v 7 , VI, lx, iv^ii 7 *,, V 7 , 1. 

(g) Exercises for pitch and key drill. Sing the letter- and number- 
names. As these exercises are sung, think the entire chord as 
well as the tone asked for. In this way the harmonization of the 
tone is heard as the tone is sung. 


(1) R of I in C, 3rd of I, R of IV, 3rd of IV, 5th of I, 3rd of 

IV in G, R of V, 7th of V 7 , 3rd of V 7 , R of I. 

(2) 3rd of I in C, R of IV, 3rd of IIJs, R of III* 3rd of I, R of 

V in G, 5th of V, 3rd of I, 3rd of V 7 , R of I. 
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TO J 
ijnm 
rJ J> J 



7 n 

7 || 

7 |, 

7 || 

7 || 

7 || 

7 || 


(3) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test. 

(b) Sing the number-, then the letter-names. 

Note. In the fourth chord of 1 the numbers are 1 3 5 8 , in the next chord the numbers are 
4 6 8 4 of the key of G. 


(c) Sing to la, thinking the letter- and number-names. 

(d) From memory, i.e., write down the symbols and sing without refer- 

ence to the written exercise. 

(e) Sing from dictation. 
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(3) 5th. of I in C, 7th of II 7 , 3rd of Ilk 7th of V 7 , 3rd of I, 

- 5th of IV in G, 7th of II 7 , 3rd of IIJ, 5th of V 7 , 3rd of 

V 7 , R of I. 

(4) R of I in C, 3 rd of IV, 9th of the V 9 , 3rd of V 7 , R of I, 7th 

of V 7 in G, R of V 7 , 3rd of V 7 , R of I, 5th of V 7 , R of I. 

(4) Exercises for Sight- Singing: 


i 
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Lesson 18 


Modulation to the Subdominant Key is made in the same way as to the 
Dominant key. Leave the key after the tonic chord on an accented pulse and 
Degin the new key with any active chord on the unaccented pulse. 

In Ex. i of Section B (i) the first three chords establish the key of G major. 
The fourth chord is the same as the third with a 7th added which immediately 
establishes the key of C major. In the consequent phrase the first three chords 
are in the key of C major; the next chord, though the same as the I of C, is the 
[V of G because of its resolution. 

In a melody the raised 5th degree of the scale is used as a chromatic passing- 
tone in progressing from the 5th up to the 6th degree. 

Skips are not made from the raised 5th degree. When skips are made to the 
raised 5th degree it resolves into the 6th degree, as it is the lower neighbor of 


the 6th degree. 

Skips may be made to or from the raised 2nd degree in the V*, VJ, VJ 
chords. Skips in the I chord, or the scale-line, will follow: 


j j j 1 1 



Section A. 

(1) Construct parallel and contrasting periods in the key of G major, 
modulating to the key of the subdominant and back. Employ the meter and 
rhythms given on pages 165 and 166. Use the Vj, Vg, and Vg chords. 

Write the chord symbols and construct the melody in the usual manner. 


Section B. 

(1) Practise the following Chord Successions. 

(a) Play the entire exercise slowly, listening to the character of the chords. 

Do not try to think the key. 

(b) Pause after the last chord in G and think the rest of the phrase. 

Pause after the last chord in C and think the rest of the phrase. 

(c) Sing the number-names of the soprano as you play. 

(d) Read the exercise mentally. 



Beethoven 



I r 


\ + v 


Beethoven 
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(2) Practise the following Intervals: 

(a) Play the I, IV, II 7 , II 7 §, H 7 m , V 7 and I chords in G major. Think 

the sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root of 

the chord and to the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to F major. 

* u 4 /Hi >4 M ft* ^ ^ ft* (' /' P. A. fo >5 d f\ h /IS 



(3) Exercises for Melodic Dictation and Sight-Singing: 

In each melody the modulation from G to C is made after the I chord of G on 
the accented pulse, which becomes the V chord of C. The modulation back to 
G is made in the same way or after the cadence. 

(a) Play the I, V 7 , I chords in G; the V 7 , I, chords in C; the IV, I 2 , 

V 7 and I chords of G. Read each melody mentally. 

(b) Play the entire melody and decide where the modulations occur. 

(c) Play the antecedent phrase twice and ' sing from memory to la . 

Sing mentally the number-, then the letter-names. Sing both 
aloud. 

Note. It is even harder, in modulating to the Subdominant, to decide when the modulation occurs, 
as the I chord of G is the V chord of C. In (1), third measure, the high g is both the 8th degree of G and 
the Sth degree of C. The f is certainly the 4th degree of C, so it is better to consider the entire pulse in 
G>^nd that the numbers of g, f are 5, 4. 

(d) Practise the consequent phrase in the same way. 

(e) Play the entire period and sing from memory. 

(f) Transpose to the keys of A, F and E major. 

(g) Have the melodies dictated as outlined on page 19. 
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(e) Have each exercise dictated. 

(1) First playing, listen to the sound of the chords. 

(2) Second playing, write down the chord symbols. Do not think 

of the keys. 

(3) Third playing, write the numbers of the scale-steps of the 

soprano. 

(4) Fourth playing, write the absolute pitches of the soprano. 

Note. In Ex. 1 the pitch b changes from the 3rd of G to the 7th of C. In the consequent phrase) c 
becomes the 4th of G on account of its resolution. 
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Section C. 

(i) Absolute Intervals. 

There is an augmented 5th in the major scale from 5~#2, in the minor 
scale from 3-7; in the V# chord in major and the III chord in minor. There is a 
diminished 4th in the major scale from #2-5, in the minor scale from 7-3. The 
augmented 5th sounds the same as the minor 6th and is sung up and down as 
the minor 6th. The diminished 4th sounds the same as a major 3fd, and is sung 
as the major 3rd. 

/'(a) Sing an augmented 5th up and a diminished 4th down from the 
following pitches, using first the number-, then the letter-names. 



(2) Rhythmic Drill: 

(a) Study, using the arm movement to indicate the meter, and sing to 
la on a major scale. 



■ HI 
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4 Figure Modified Seq. Inversion of Fig. 
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» J 3 i JJ 3 -HB.J » « 

®' i,5 iJfflJn ,j »■ 

< 8 >i3 ,'3 r ji ,j j » j * « 

(4) n .J j. * n. .j>-» J- J> 'J * ■ 


«ij>r3.j jmrm ,mi , 

< si J)|J- - Jtj- 3J- 3 j J J ’ ^ 1 


(7) 

(8) 


UnUTi iJ 



J>y 


■?JT 5J> 
7- "iJ 



i'n: ,ijT7 .j^jnsnirmn: ,j. 

J3,J. JTTOJ 77 J5S.J)7 J5J5TJ35J. * 


II 

II 


(3) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test. 

(b) Sing the number-, then the letter-names. 


Note. In the fourth chord of 1, the numbers are 3 5 8 3 8 5 3; the next chord, 7245427 of C 
major. 


(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from memory. 

(e) Sing from dictation. 



I 1 __ vj C major. 



I_ I G major VI 



'Ill 
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G major ' 



(g) Sing the exercise for pitch and key drill on page 167 ha the key of 
G major. 


(4) Exercises for 


DKZZZjE 


Sight-Singing: 


i. 



Lesson 19 

In the double period form, the cadences at the end of the second and third 
phrases are often modulations to next related keys instead of semicadences in 
the key. When in major, at the end of the second phrase, in place of the Domi- 
nant chord, there is an authentic cadence in the Dominant Key. At the end of 
the third phrase, in place of the Subdominant chord, there is an authentic cadence 
in the Subdominant Key. After the perfect cadence in the Dominant Key, the 
melody must return to the original key before progressing to the Subdominant. 
When in minor, the second phrase modulates to the relative major key. 

In a melody, the lowered 6th degree of the scale is used as a chromatic passing- 


tone in progressing from the 6th down to the 5th degree. 



Skips are made to and from the lowered 6th degree in the Il£ chord. The 
scale-line, or skips in the V chord, should follow. 

n 7 t, 

Section A. 



(1) Construct parallel double periods in the key of D major, modulating 
to the keys of the Dominant and Subdominant. Employ the meter and rhythms 
given on page 176. Use the IIJ chord. 


Note Make the cadences as follows: At the end of the first phrase, an imperfect authentic cadence, 
or a semicadence in the key; at the end of the second phrase, an authentic cadence in the key of the Dom- 
inant- at the end of the third phrase, an authentic cadence in the key of the Subdommant; at the end of the 
fourth phrase, a perfect authentic cadence in the key. 


Section B. 

(1) Practise the following Chord Successions : 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause after the last chord in D, and think the chords in A; pause 

after the last chord in A, and think the chords in D; pause after 
the last chord in D, and think the chords in G; pause after the 
last chord in G, and think the chords in D. 
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6 th to the 2nd degree of the scale; a major 3rd from the 5th to the 7th of the 
chord, the lowered 6th to the 8th degree of the scale; a minor 6th from the 7th 
to the 5th of the chord, the 1st to the lowered 6th degree of the scale. 

(a) Play the I, IV, II 3 * * * 7 , Il£, V 7 and I chords in D major* Think the 

sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root of 

the chord and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to C major. 





(3) Exercises for Melodic Dictation and Sight-Singing: 

(a) Play the I, V 7 , I chords in D major, the IV, I 2 , V 7 , I in A major, the 

V 7 , 1 in D major, the V 7 , 1 in G major, the II 7 , I 2 , V 7 , 1 in D major. 
Read each melody mentally. Test. 

(b) Play the entire melody and decide where the modulations occur. 

(c) Play the first antecedent phrase twice. Sing from memory to la. 

Sing mentally the number-names, then use the letter-names. Sing 
both aloud. 

(d) Practise the first consequent phrase in the same way. 

(e) Play the entire first period. Sing from memory. 

(f) Practise the second period in the same way. 

(g) Play the entire double period and sing from memory. 

(h) Transpose to the keys of E, C and B. 

(i) Have the melodies dictated as outlined on page 87. 
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(c) Sing the number-names of the soprano as you play the chords. 

(d) Read the exercise mentally. Test. 

(e) Have each exercise dictated as outlined on page 161. 



(2) Practise the following Intervals: 

In the IIJ chord there will be a minor 3rd from the 3rd to the 5th of the chord, 
the 4th to the lowered 6th degree of the scale; a diminished 5th from the root 
to the 5th of the chord, the 2nd to the lowered 6th degree of the scale; a major 
6th from the 5th to the 3rd of the chord, the lowered 6th to the 4th degree of 
the scale; an augmented 4th from the 5th to the 8th of the chord, the lowered 
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Section C. 

(i) Rhythmic Drill. Syncopations in 2/4. 

(a) Practise, using the arm movement to indicate the meter, and sing 
the rhythm to la on a major scale. 

®! j j <nn t nn , j ■ 

• nn ,j t /3 ,j>j j> 1 j n 

< 8 ) J)J J) 1 J) J j) 1 j) J j> 1 J n 

< 4 ) J) J j) 1 J- J) 1 J) J J> 1 J 11 

<6> j)J J) | J J | V J J> | J II 

(6) 7 J j) | 7 J J) | J> J | J II 

(D ^ J J 1 1 J 1 J 11 

< 2 > j) 1 j) j j) 1 r\j~p 1 j * 11 

( 3 > J) , 1 -R/T 3 . JT 3 _J 373 . J * « 

<4) v J J) 1 «n_/"73 1 J7^/T5 1 J * n 

<b) 7 j fl.jT^rnSiJSJ J3 * j * a 

• J), jtjj i/T/Jl .J * .. 

*This effect may be expressed J>J Ji The tie is easier to read. 

Syncopation is another term applied to irregular rhythm, the shorter notes 
falling on the pulse of the meter, thus shifting the rhythmic accent. This 
rhythmic variety is delightful and adds interest to a composition. In both 
music and poetry, when the metric and rhythmic accent coincide, the regularity 
of the pulsation is likely to grow monotonous and the mind to wander, carried 
away by the regularity. What can be more comfortable than to float on in a 
dreamy waltz, as in the middle section of Weber’s “Invitation to the Dance”? 
How often in reading poetry we find at the end of a stanza that the rhythm has 
carried us on without any realization of the meaning of the words. Syncopation 
disturbs this regularity; the irregularity attracts and excites us. 

The long notes of any rhythm acquire stress or accent on account of their 
length. When these long notes fall on the pulses of the meter, _the rhythmic 
and metric accent are one. When the long notes fall between the metric pulses, 
both accents have to be considered. In singing and playing syncopations, a 
frequent mistake is made of giving too much importance to the rhythmic accent 
and thus destroying the metric accent. This is done by stressing or jumping on 
the long note. 'As the meter is the framework upon which the composition is 
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hung, it must be preserved so that the listener will recognize it and’ in this wav 
feel and enjoy the syncopation. 

To sing this measure ^ J) J J) do not accent the quarter-note and 
give this effect J)J J> , making it sound as if it began on the up-beat 


J>,J J>»,. Sing the measure with a stress on the first eighth, the 

metric pulse, feel the beginning of the quarter as a relaxation of that pulse, give 
a slight pressure as the the second pulse of the meter occurs, and feel the last 

eighth as a relaxation of that pulse, n n 


(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test. 

(b) Sing the number-, then the letter-names. 

(c) Sing to la, thinking the number- and the letter-names. 

(d) Sing from memory. 

(e) Sing from dictation. 


1 
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vj G-major _ 


n'tDmajor 


(f) Sing the following chord accessions to the rhythm of i I, III, UI##, 

> D 1 major- - Amajor^ 'Dmajor ' Gmajo^ . ^ 

v^i,iij,v2,i ivhVLvj, i?, ill, Hi, v 7 , i VXlh TO ii,iik,ii 

D major - 0 D major major 

= i,v£v£ I; to the rhythm of 2: I,rV 2 ,I, 0 V 9 , Vj,V#,I Vl, Ii, Il£ 

A major D major G major ^ ^ ’ A - P ^121 1 

*iil#, i 2 , v 7 , 1 v 7 , 0 v 9 , i v 7 , 0 v 9 , i 11, ir, i 2 , nL U, v#, i. 

(g) Exercises for pitch and key drill: 

Sing the letter-, then the number-names, in the keys of D, A, and G 
major. 

(1) R of I, R of IV, 3rd of II 7 , 5th of II l, R of V, 5th of V#, 

3rd of I, 5th ofJjVI, R of IV, 3rd of II##, 5th of Ii. 

(2) 3rd of I, R of 115 #, 5th of II##, 5th of II 7 , 5th of IIJ, R of 

V, 5th of I, 3rd of V 7 , 7th of V 7 , 3rd of I, 5th of II#, R 
of V, 3rd of I. 

(3) 3rd of I, 5th of VI, 7th of I\#, 5th of IV#, R of IV#, 

R of II##, 5th of II#, 7th of II 7 , 3rd of V 7 , 7th of V 7 , 
5 th of I. • - 

(3) Exercises for Sight-Singing: 




ADVANCED EAR-TRAINING AND SIGHT-SINGING 


191 


Section B. 

(i) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords.^ 

(b) Pause after the last chord in Eb and think the chords in c minor; 

pause after the last chord in c minor and think the chords in 
Eb major. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Read the entire exercise mentally. Tefst. 

(e) Have each exercise dictated as outlined on page 161. 

Note. There will be trouble at first in hearing the numbers of the soprano, especially if the early 
training in music has been to sing the same numbers for the relative minor and major keys. It is only by 
constant practice and mental drill that this will be corrected. 


fl I 


A 


A 


1 


8 7 , 


u c 


8 

±1 


5 - 5 

X4 


* t 

■rA — \ 



i 
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Lesson 20 

Modulation to a relative key is made after an authentic cadence, through 
an active chord, preferably the dominant. In Exercise I of Section B (i), the 
fort chord in the second measure is the I of Eb, the next the V 7 , which resolves 

to the I of c minor. , , , , . . T , r , 

In a melody skips are made to and from the lowered 6th degree in tne IV* 


chord. The scale-line, or skips in the II 7 or V 7 chord, should follow. 



Section A. 

(i) Construct periods in the key of Eb major, modulating to the relative 
minor key and back. Employ the meter and rhythms given on page 185, and 
skips in the IVJ chord. 
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(f) Transpose to the keys of D, C, and F major, 

(g) Have the melodies dictated as outlined on- page - 19 .- 
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(2) Practise the following Intervals: 

In the I V£ chord there will be a minor 3rd from the root to the 3rd of the 
chord, the 4th to the lowered 6th degree of the scale; a major 3rd from the 3rd 
to the 5th of the chord, the lowered 6th to the 8th degree of the scale; an aug- 
mented 5th from the 3rd to the 7th of the chord, the lowered 6th to the 3rd 
degree of the scale; and the inversions of these intervals. 

(a) Play the I, IV 3 * * * 7 , IVJ, II 7 P , V 7 and I chords in Eb major. Think the 

sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root 

of the chord and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to D and F major. 



t <0 ^ L * ft * /)' U 'it >j * i\ ! y (1 * ft * )*,$ /} 3 

— _ — 1 ■ M f tf T — — u r* — n ~ f tt 


a fa 


* / 
tK 


sr 


L t 




-~-e — o— xy 
1 IV V 




TT 




a. 


in' 1 iv v 1 rv ni a ivv i 

It ZU£^ 21 



(3) Exercises for Melodic Dictation and Sight-Singing: 

(a) Play the I, V 7 , I chords of Eb major; the V 7 , I in c minor; the VI, 

IV, II 7 , I2, V 7 , I, in Eb major. Read each exercise mentally. 
Test. 

(b) Play each melody, determine where the modulation occurs, and 

study its effect. 

(c) Play the antecedent phrase twice; 'sing from memory to la. Sing 

mentally the number-names, then the letter-names. Sing both 
aloud. 

(d) Practise the consequent phrase in the same way. 

(e) Play the entire period and sing from memory. 
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Section C. 

(1) Rhythmic Drill. Syncopations in 3/4 meter. 

(a) Practise, using the arm movement to indicate the meter, and sing 
the rhythm to la on a major scale. 

0> J J j J J I J> J ii lJ* II 

to j>j j)j ,j)j in ,n , j- 

® J>J J>J353iJ)J J) J53Ji J- n 

<© J>J j> J 73iJ)J Ji J- 3 iJ«W 4 jfj iJTSJ i n 

® J)J J5J ,J)J J3J“3 iJ)J JlJJShJ? J i n 

«» J>J J5JT3iJ>J J3-r“3i J> J J3JJ3J.J i « 

«> j ,n u 

®3>,2 njm , njmm , rijn jna , j ?, 

<»3)i2 j>j J5,rj4_jro,J j>j J3,J r„ 

(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test for pitch. 

(b) Sing the number-, then the letter-names. 

(c) Sing to la , thinking the number- and the letter-names, 

(d) Sing from memory. 

(e) Sing from dictation. 


Note. In modulating, keep the chords common to each key in mind. 




mi 
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(f) Sing the following chord suca 

EW major 1 ? LJ 

I, IV,IY^IVLI2 5 V 7 ,I V 3 7 , 

Eh major ^ 

IVi., IV 11,, I 2 , V* 1 ; to the 

pf * < 

- c minor Eb xnajoi 

vi, i, iv, i, vi, i v 7 , oV 9 

Eb major 


(g) Sing the exercises for pitch 
of Eb major. 


(3) Exercises for Sight-Singing: 


1 


G AND SIGHT-SINGING 
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In a melody, skips are made to and from the lowered 6th degree in the V® 
chord. The scale-line, or skips in the V 7 and 0 V£ or I chord, should follow 

V% 

Section A. 

(i) Construct periods in the key of A major, modulating to the relative 
minor key and back. Employ the meter and rhythms given on page 194, and 
skips in the V£ chord. 


Section B. 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause after the last chord in A, and think the modulatory chords to 

the next key; pause after the last chord in f$, and think the 
chords in the next key; pause after the last chord in E and D, 
and think the modulatory chords to the next beys. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Read the entire exercise mentally. 

(e) Have each exercise dictated as outlined on page 161. 

Note. In taking dictation it is good practice to take the numbers and pitches of the soprano first, 
the chords afterward. 





8 

II 


4 3 4 

ii h l 


,3 


5 3 1 4 8 2 
-■ h l.i i_1l 


l 

1 
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(3) Exercises for Melodic Dictation and Sight-Singing/ 

The first five melodies modulate from A major to f# minor. The last five 
from f# minor to A major. 

(a) Play the I, V 7 , I chords of A, V 7 , I, of f# minor, VI, IV, V 9 , 0 V?, I of 

A major. Read each exercise mentally, noting where the 
modulations occur. 

(b) Play the antecedent phrase twice. Sing from memory to la . Sing 

mentally the number-, then the letter-names. Sing both aloud. 

(c) Practise the consequent phrase in the same way. 

(d) Play the entire period and sing from memory. 

(e) Transpose to the keys of A, G, F, B, B|? major. 

(f) Have the melodies dictated as outlined on page 19. 
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(2) Practise the following Intervals: 

In the chord there will be a minor 9th from the root to the 9th of the 
chord, the 5th to the lowered 6th degree of the scale; a diminished 7th from the 
3rd to the 9th of tjie chord, the 7th to the lowered 6th degree of the scale; an 
augmented 2nd from the 9th to the 3rd of the chord, the lowered 6th to the 7th 
degree of the scale; and the inversions of these intervals. 

(a) Play the I, V 2 * * * * 7 * , 0 V 9 , 0 V>, V 7 and I chords in A major. Think the 

sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root 

of the chord and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to G and B major. 
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(2) Rhythmic Drill . Syncopations in 4/4. 

(a) Practise using the arm movement to indicate the meter, and sing 
the rhythm to la on a major scale. 

o>fj j j) j j>iJ on j a 1 
< 2 ) j> j j n 1 3 j._ / ft j 1 J 1 

(3> J)J J)J)J J) ,/73J^OT-fTJ5« 

(4) J) J «F5J>J ' 1 

(6) J J) J J? 1 /• 3 J* J 1 

<6) J JT1J1/73-T73. 


j~] J- j) J 10 II 

J 5 J 3 J .H 1. 11 

J 3 i/T 3 i * » • 

> J J) 1 o 11 

J 7 J) J lo 11 


Note. In printed music this effect is expressed in both ways. The tie is preferable, as it is best to 
keep the first and third pulses clea** to the eye. 


(3) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test for pitch* 

(b) Sing the letter-, then the number-names. 

(c) Sing to la> thinking the number- and the letter-names. 

(d) Sing from dictation and memory. 

If there is trouble in singing the altered form of the chords, go back and sing 
the unaltered form two or three times. Then sing the altered form, concentrating 
on the altered tones. 




302 ADVANCED EAR-TRAINING AND SIGHT-SINGING 



Section C. 

(i) Absolute Intervals. 

■ There is a minor 9th in the major scale from 5— b6; in the minor scale from 
i-6; in the V£ chord. To sing a minor 9th, think a minor 2nd and sing the 
upper tone an octave higher. 

(a) Play any tone on the piano and sing a minor 9th up, using first the 

number-, then the letter-names. 

(b) Play any tone on the piano and sing a minor 9th down, using first 

the number-, then the letter-names. 
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V A major 


Vi f# minor 


IVAmajo 


(c) Sing the following chord successions, first by. letter-, then by num 
ber T nam4;^(i) I, VI, I 2 ,V|, Ii, 11**, Ii Vj, V # , I, VI, II», I 2 , V 7 , ! 








(2) IjIijlVJjIjjV^Ii IIL,I 2 ,oV?,I Vj,Ii Vl,Ix V 7 ,V 1S , I,IIL$,<>Y®, 


r* Amajorni 


r* 


IV 7 ,I 2 ,IlLV,V t ,I. 

(f) Sing the exercises for pitch and key drill on page 188 in the key of 
A major. 

(4) Exercises for Sight-Singing: 
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(2) Practise the following Intervals: 

In the II chord there will be an augmented 6th from the 5th to the 3rd of 
the chord, the lowered 6th to the raised 4th of the scale; a diminished 3rd from 
the 3rd to the 5th of the chord, the raised 4th to the lowered 6th degree of the 
sc«i1g* 

(a) Play the I, IIJ, Il^g, V 2 * * * * 7 and I chords in Ah major. Think the 

sound of the intervals. 

(b) Play the intervals determining their sound in relation to the root 

of the chord and the key-centre. 
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Lesson 


Modulations to keys other than the next related kej „ — - — 

Modulations. 

Extraneous modulations may be made by passing through the next related 
major and minor keys in the cycle of keys. There must be at least two chords 
in each key to establish the modulations. In Exercise I of Section B (i) the 
modulations are from Ah to Eb, then to Bb, going back to Ab through c minor. 
In Exercise 3 from Ab to f minor, Eb to g minor, Bb, Eb, and back to Ab. 

In a melody, skips are made to and from the raised 4th and lowered 6th 
degrees in the II^ chord. The scale-line, or skips in the II 7 , V 7 or I 2 chord, 

should follow. 


Section A. 

(1) Construct periods in the key of Ab major, making extraneous modula- 
■tions through the next related keys. Employ the meter and rhythms given on 
page 203. Use .the II^ chord. 



'Section B. 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause after each modulation and think the progression into the new 

key. Test. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Read the entire exercise mentally. 

(e) Have each exercise dictated as outlined on page 161. 

Note. Go through the exercise after it is written and see that the soprano and chorda on the accented 
pulse are in the same key as those on the preceding unaccented pulse. 



Mod. Sequence Partial Seq. to Fig. 8 




( 3 ) Exercises for Melodic Dictation and Sight-Singing: 

(a) Play the I, V 7 , I, III*, I2, V 7 , I chords of Ab major. Read each 

melody mentally, noting where each modulation occurs and the 
skips from b6 to $4 and $4 to \? 6 . 

(b) In each melody sing the last four or five notes in the key before the 

modulation, then the first few in the new key; first to la, thinking 
the number-names, then singing the number-names. Repeat 
several times. For example, Melody 1. Sing the second measure 
and the first three notes in the third; after repeating, begin with 
the dtj, and sing to the cadence. 

(c) In each melody take the skips b6 to #4 and #4 to b 6, and sing the 

4th and 6th degrees without alteration, then in the altered form. 

(d) Play the antecedent phrase twice. Sing from memory to la. Sing 

mentally the number-, then the letter-names. Sing both aloud. 

(e) Practise the consequent phrase in the same way. 

(f) Play the entire period and sing from memory. 

(g) Transpose to the keys of A, Bb, B, C, G and F major. 

(h) ‘ Have melodies dictated as outlined on page 19. 

Note. While the tune is being played, relax and listen, allowing it to make an impression on the mind. 
Do not stop to analyze, or the context of the entire tune is lost. Analyze after it is memorized. In theste 
tunes in compound meter, divide each phrase into two sections* 
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(1)IJ)J J>J 

1 j>j 4 

(2) 

4> ,4>4 4 

(3) 7 J J 

4> 1 •> 4 4 

(4) 7 J J 

43,4>4 J 

(5) | J' 

/: 3 

(6) 7 J 

j> 7 4 

(7) Ji J 

4) S ~ 7 

(8) 7 J 

43 4>- 4 

J> J 

4 4 

jr ~ 3 

J 

n J 

4) 434 


4 J 


4>,J>4 4 

4> 

1 4>4- 

4 


4) 

,4)4- 

4 

i7 J JT3 

,4>4 

434 

4> i» 4 4 

43 

, ’ 4 

4> 4 

,4> 4 

4> 

4 

1 

4> J 

4 

4 

4> , 

1 ,4> J 

4 

4 

4> , 

j) i «T 3 «fT5 

4>4 

4) , 

4> ,4 


4 

1 n 

4) ,4 


4 

l n 


j> , 4 4573 4“3 4 * 
43, 4373 431 J * ii 


II 

II 

II 

II 


Note The tendency in continuous syncopation is to lose the meter. In practising these exercises, 
beating the meter makes it physical and you are able to think the rhythm before singing . 


(3) Practise the following Chord Successions. 

(a) Sing each exercise mentally. Test for pitch. If you do not end in 

the key, go back and test after each modulation until the mistake 
is found. It is most important that these exercises and every 
interval of each chord should be thought and sung in tune. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation and memory. 
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Section C. 

(i) Absolute Intervals. 

There are augmented 6ths in the major scale from b6-# 4, 4-^2; 

in the minor scale from 6-#4, b2~7; in the II##,,, V£ and V# chords. An aug- 
mented 6th sounds the same as a minor 7th, and is sung up and down as the 
minor 7th. There are diminished 3rds in the major scale from #4~b6, 7~b2, 
#2-4; in the minor scale, #4 -6, The diminished 3rd sounds the same as a 

major 2nd and is sung up and down as the major 2nd. 

Sing an augmented 6th up and a diminished 3rd down from the 
following pitches, using first the number-, then the letter-names. 
Sing each, first as b6-#4, determining the key of which it is a 
part and resolve it to the perfect 8th from 5-5; then as b2~7, 
determining the key and resolving it to the perfect 8th from 1-8. 





Sing a diminished 3rd up and an augmented 6th down from the 
following pitches, using first the number-, then the letter-names. 
Sing each, first as #4~b6, then as 7~b2, determining the key and 
resolving each to the perfect prime 5 and I respectively. 



(2) Rhythmic Drill. Syncopations in 3/4 and 4/4. 

(a) Practise using the arm movement to indicate the meter and sing 
the rhythm to la in a major scale. 



(e) - Sing the following chord successions, first by letter-, then by number- 
, n^mes, then to la. 

V | Y" Ah rnajor c min. f Bb ma j. d minor f | C major ^ ^_ ma j 


c min. Bb mai. 

'I I 1 1—1 


C major F maj. ^ 


(I) VI, 11,11^,1 vi,i=vuil,v 7 ,i VLL VU v 7 ,i 

g min. Ebmaj. Ab major Ab major fi ' Vf Db_maj. 


0 V 9 , 1 VI, I VI,Ii,IVI,I 2,V 7 ,I. (2) I, Ii, I!#*, VI, I, Hl gb ,V 7 ,I V 7 ,I 


Gb maj. ab min. 

i — ! i i 1 r 


eb min. bb minor 


Ab major 


v 7 , 1 0 v 9 , i vvvijiji^oV 9 , IVI i ijVuV 7 ,! nib,niib,v 7 ,i. 

Think the entire chord before starting to sing it. Always visualize on the 
staff. This is difficult and requires slow and painstaking practice. These 
exercises should be worked two or three times a day until they can be thought 
and sung with ease, 

(f) Sing the exercises for pitch and key drill on page 188 in the key of 
Ab major. 


(3) Exercises for Sight-Singing: 


1 


L 
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In the IIL, chord there will be a double diminished 5th from the root to the 


5th of the chord, the raised 2nd to the lowered 6th degree of the scale; a double 
augmented 4th from the 5 th to the root of the chord, the lowered 6th to the 
raised 2nd degree of the scale. 


(a) Play the I, III*, 11 ^, II^, V 7 and I chords in E major. Think the 
sound of the intervals. 


(b) Play the intervals, determining their sound in relation to the root of 
the chord and the key-centre. 







* i 

»\ 

S \ 

Lesson 23 

In a melody, skips are made to and from the raised 4th, the raised 2nd and 
lowered 6th degree in the II 7 m chord. The scale-line, or skips in any form 


of the II 7 , the I and V 7 chords, should follow. 


Section A. 

(1) Construct double periods in the key of E major, making extraneous 
modulations through the next related keys. Use the II#, II##, II |#>, II##,,, IV*, 
0 V£, V 7 and V* chords as a basis for the melody. 



Section B. 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause before each modulation and think the progression into the 

new key. Test. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Read the entire exercise mentally. 

(e) Have each exercise dictated as outlined on page 16 1. 
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(c) Sing the intervals. 

(d) Transpose the intervals to F and D major. 


iftr fti-v M »» »'■ »•* * 


n ft I* I' V : ' 





(3) Exercises for Melodic Dictation: 

(a) Play the I, VI, IV, IVJ, I,, II 2 7 ^ I 2 , V* I, chords of E major. 

Read each exercise mentally, noting where each modulation occurs 
and the skips in the II^ b chord. 

(b) In each melody sing the last four or five notes in the key before the 

modulation; then the first few in the new key; first to la, thinking 
the number-names, then singing the number-names. 

Note. Sometimes a measure may apparently belong to either the preceding or the following key, 
but the context generally determines which key. In Melody 1, the first measure in the second phrase 
could be the V chord in either c# minor or E major. But as the next measure is undoubtedly the I chord 
in c# minor, it is the V chord of the same key. 

(c) In each melody take the skips in the II 7 m chord, i.e., #4 to b6, 

#2 to b 6 , #2 to #4 to b6, and contrast them with the unaltered 
form of the chord. 

(d) Play the antecedent phrase twice. Sing from memory to la; sing 

mentally the number-, then the letter-names. Sing both aloud. 

(e) Practise the other phrases in the same way. 

(f) Transpose to the keys of A, B, C, G and F major. 

(g) Have the melody dictated as outlined on page 87. 

Note. Do not try to remember each pitch. Reduce to chord-lines, scale-lines, single, wide and 
consecutive leaps. Make use of the figures, sequences. 

1 Figure! 


Figure Z 
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(3) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test for pitch. Practise in a slow 

tempo. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation. Have someone read the chord symbols to you, 

and sing the letter- and number-names without reference to the 
written exercises. Visualize the chord before singing. Use the 
piano for testing pitch. Never play the first note of the arpeggio 
until you have tried to sing it. 


A a JL 


4 
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Section C. 

(i) Absolut e Intervals. 

There is a double diminished 5th in the major scale from #2-b6; in 
the Ilj^ and chords. Th^ double ..diminished Jth sounds the same as a 
p^rfect^th, and is sung up and down as the perfect 4th. There is a double 
augmented 4th in the major scale from b6-#2. The double augmented 4th 
sounds the same as a perfect 5th, and is sung up and down as the perfect 5th. 

(a) Sing a double diminished 5th up and a double augmented 4th down 
from the following pitches, using first the number-, then the letter- 
names. 



(b) Sing a double augmented 4th up and a double diminished 5th down 
from the following pitches, .using first the number-, then the letter- 
names. 



(2) Rhythmic Drill . Syncopations in 6/8 meter. 

(a) Practise using the arm movement to indicate the meter and sing the 
rhythm to la on a major scale. 


0 ) 

|J)J J3J 

,JT3 J>J 


J>J 

j. 


11 

( 2 ) 

J3J m 

iJ5J 

J3J 

,/T3 

JJJ 

iJJJ 

j. 

11 

( 8 ) 

» j m 

,J>J 

J. 

,J>J 

J-JJ 

.J>J 

j. 

n 

(4) 

J>J 

J 

J>,J>J 

HMMH 

JJ7J7d\ J- 

j. 

H 

(B) 

1 J J5J 

.J3J 

J3J 


7 j 

,J. 


II 

(« 

y J533J3J 



?J33J3iJ> J 

j- . 

H 

m 

J J> J3J 

,J)J 

J3J 

t? J 

j»j 

1 J* 

j. 

II 

( 8 ) 


1 JJJ 

JJJ 

JOT JJJ 

.jtjotj 

11 



(e) 


Sing the following chord successions, first by lifter-, then by number- 

^ l > * A* v ajEfit 

’ •• •ju.mEvfik I 

E* major f#min. Dmaj. 


names, then to la: (i) I, VI, II*, I 2 ,V$, I 


C# maj . d# min , e# min. E major 


ir ’ V7 > L < 2 > 1, 115, ill*, i„ „y, i „VM v it 

mim ^ G major b min. A maj. c# min . E major ^Tf £- 

oVM m, 12, v 7 , 1 'yvr vi, 1 v 7 , i in, i 2 , v 7 , 1! 


(4) Exercises for Sight-Singing: 


1 



T 1 ’ — - r 


2 

TOillnftr 
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Section A. 

(i) Construct double periods in the key of D major, using the Stride to 
make extraneous modulations. Use the VI| and the altered chords of the 
preceding Lessons as a basis for the melody. Employ the meter and rhythms 
given on page 222. 


Section B. 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause before each modulation, and think the progression into the 

new key. 


Note. In Exercise (l), first phrase, instead of resolving the V chord of G in the second measure to 
the I chord of G major, g minor is substituted, thus covering four degrees in the circle of keys. In the 
second phrase, the I of g minor sounds like the IV followed by the V of d minor, while the resolution of the 
V is made in D major. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Read each exercise mentally. 

(e) Have each exercise dictated as outlined on page 161. 

1 


8 7 

rJHttTa' j~i== 

8 4 

~i • trd~ 

3 2 

1 

■ —l— 

3 5 

uJ — ■ 1- 

8 8 

3 2 

l—J — J 

8 

rri-T, 

1 l.tMbiMtMHHM 
iU'JMK sr wmm~ 

wm 

| 

fl 

| 

N 

■ ~m> mmmm 

(A 

m 

■2SSSS5 

0g 

■ 

mmmtkzjmmmmmi 


I Vj I, A V 7 I V 7 I IDV 7 VI IV, I,V 7 I 


2 
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Lesson 24 


Instead of passing through each successive key in the circle of keys when 
modulating to a remote key, the process may be shortened by making the I chord 
of any major key the V chord of a minor key, i.e., the I of C major becomes the 
V of f minor, thus covering four harmonic degrees. Also the I of a minor key 
may be the IVb of a major key, i.e., the I of f minor may be treated as the IVb 
of C major. This process of modulation is known as the Modulatory Stride. 



The distance may also be shortened by substituting the I of the parallel 


minor key when the major is expected, or the reverse. 

IV 7 1 

In a melody the raised 1st degree of the scale may be used as a passing- tone 
between the 1st and 2nd degrees. Skips may be made to and from the raised 
1st degree in the VI3 chord. The scale-line, or skips in the V 7 chord, should 


-|K' 0 "'l& 

vi 7 f 




follow. 
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(c) Sing the skips in the VIJ chord, first in the unaltered form, then with 

the raised prime. Do the same with the skips in the other altered 
chords. 

(d) Play the antecedent phrase twice. Sing from memory to la; sing 

mentally the number-, then the letter-names. Sing both aloud. 

(e) Practise the other phrases the same way. 

(f) Transpose to the keys of A, B, C, G, E and F major. 

(g) Have the melody dictated as outlined on page 87- 

Note. Make use of the parallel construction in memorizing the double periods. 


1 Figure 1 Mod. Seq. figured 



ill! 
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(2) Practise the following Intervals: 

In the VI§ chord there will be a major 3rd from the root to the 3rd of the 
chord, the 6th to the raised 1st degree of the scale; a minor 3rd from the 3rd 
to the 5th of the chord, the raised 1st to the 3rd degree of the scale; a diminished 
5th from the 3rd to the 7th of the chord, the raised 1st to the 5th degree of the 
scale; a minor 6th from the 3rd to the 8th of the chord, the raised 1st to the 6th 
degree of the scale; a major 6th from the 5th to the 3rd of the chord, the 3rd to 
the raised 1st degree of the scale; an augmented 4th from the 7th to the 3rd 
of the chord, the 5th to the raised 1st degree of the scale. 

(a) Play the I, VI^, VJ, I chords in D major. Think the sound of the 

intervals. 

(b) Play the intervals, determining their -sound in relation to the root of 

the chord and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to E and C major. 



(3) Exercises for Melodic Dictation: 

(a) Play the I, VI*#, V2, I chords of D major. Read each exercise 

mentally, noting where the modulations occur and the skips in 
the VIg chord. 

(b) In each melody sing the last four or five notes in the key before the 

modulation, then the first few in the new key, first to la , thinking 
the number-names, then singing the number-names. 

Note. The Stride is used in Melody 1 at the beginning of the third phrase which starts with the I 
chord of A major, which is transformed to the V chord of a minor. Again, in the last phrase, second 
measure, the I chord of g minor resolves as the IV into the I of D major. 
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(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test for pitch. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation. 

1 _ 
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Section C. 

ex') Rhythmic Drill. Syncopations in 6/8 meter. . 

(a) Practise using the arm movement to indicate che meter and sing 
the rhythm to la on a major scale. 

<d| j J)JT3 ■ J . J j- » 

® nf/T3 .JB35JT3 i J"T3 J3TD i J> J J- « 

• J>J J- » 

» r J__J"JJ53iJ J J i J- » 

<b) J J J) i y J J i J* ^ • iJ* 11 

<*> fOTJT3 iJ3^_ JT3 i ? J J J>'J- “ 

cw JTS3J3J ,J - 31/7533 1 ^J_^J 11 

J J) J7T3 i r r57T333 . JTT2J J .J- • 


( 8 ) 



ADVANCED EAR-TRAINING AND SIGHT-SINGING 







(f) Exercises for pitch and key drill. Sing in all keys to number- and 
letter-names. Think the sound of the entire chord. 

(i) 3rd of I, R of II**> 7th 3 r d V , 5th V#, 3rd of I, 

3rd of VIJ, Sth of V 7 , R of I, 3rd of TV>, 7th of \^, 3rd of I. 
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(2) Practise the following Intervals: 

In the VIJ# chord, there will be a minor 3rd fro m the root to the 3rd of the 
chord, the raised 6th to the raised 1st degree of the scale; a diminished 5th from 
theroot to-theqth of the chord, the raised 6th to the 3rd degree of the scale; a 
dimin ished~7th from the root to the_7th.0f .the chord, the raised 6th to the 5th 
degree “of the scale; and the inversions of these intervals. 


(a) Play the I, VI 7 , VIJ, VIJj, VJ, I chords in E major. Think the 

sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root of 

the chord and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to F and D major. 

Note. If there is trouble in hearing the intervals formed by the altered tones, contrast them -with 
the intervals formed by the same scale steps unaltered. 


-e'X-e* 
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Lesson 25 

In a melody a note which is retained by a tie, or is repeated from the pre- 
ceding pulse and resolves diatonically down, rarely up, is a suspension. This 
tone is felt to be a part of the chord on the preceding pulse and to stand in place 


of the tone into which it resolves. 


The raised 6th degree of the scale may be used as a passing-tone between the 
6th and the 7th degrees, or the 7th and 6th degrees. Skips may be made to and 
from the raised 6th degree in the VIJ| chord. The raised 6th degree is always 
used with the raised 1st degree in the VI 7 chord. The scale-line, or skips in the 

V 7 chord, should follow. 


Section A. 

(1) Construct double periods in the key of E major, using the Stride to 
make extraneous modulations. Use suspensions and skips in the VIJ| chord. 
Employ the meter and rhythms given on page 232. 



NfiM T/ ' 


Section B. 

(1) Practise the following Chord Successions : 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause before each modulation and think the progression into the 

new key. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Read each exercise mentally. 

(e) Have each exercise dictated as outlined on page 161. 
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(3) Exercises for Melodic Dictation: 

(a) Play the I, VIJ*, Vj, I, IIJ*, V 7 , I chords in E major. Read each 

exercise mentally, noting where the modulations occur and the 
use of the VI Jg chord. 

(b) In each melody sing the last four or five notes in the key before the 

modulation, then -the first few in the new key, first to la, thinking 
the number-names, then singing the number-names. 

(c) Sing the skips in the VIg S chord, first in the unaltered form, then 

with the raised 6th and 1st degrees. Do the same with the skips 
in the other altered chords. 

(d) Note the suspensions and sing the two tones that make the suspen- 

sion, first without the tie, i.e., placing the second tone on the 
accent, then as written. Contrast several times until the effect is 
mentally grasped. 

(e) Play the antecedent phrase twice. Sing from memory to la, sing 

mentally the number-, then the letter-names. Sing both aloud. 

(f) Practise the other phrases in the same way. 

(g) Transpose to the keys of A, D, G, C and F major. 

(h) Have the melody dictated as, outlined on page 87. 

Note. In these 6/8 syncopations, keep the pulse clearly in mind. As you read or think the tune, 
beat the meter, using the arm movements, down, up. 



i b n 7 i a v 7 i ei ivJi i c vj 


Inversion Sequence 
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Section C. 

(i) Rhythmic Drill. The tie in 2/4 and 3/4 meter. 

(a) Practise using the arm movement to indicate the meter, and sing 
the rhythm to la in a major scale. 

Note. In singing a tied note over the bar, a slight crescendo is made tip to the note, and a pressure 


given on the note, so as to preserve the metric accent. 


mi ,m 


a) | 1 73 1 1 1 n J , i/ ffl 1 j J 1 J 1 11 

n i n,n i , 

®> fm JTJjSffl JTJjJTH Nl^jTTl 1 n 

• n rhxitin ,rhjm,i « 


1- 

ll 

i n^ri j. 

^ 1 J* » 

1 J 

,1 

n El 1 J733J 

MMM 

J772 1 J • 11 


<7> j <n j~3 i/tjj. 3 1 j* 11 

a>i>,j77ii jm,mi rh,i 


(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally at a slow tempo. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the number- and the letter-names. 

(d) Sing from dictation. 

Note. Work carefully for correct intonation. 
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Da Capo al Fine 


Lesson 26 


Abrupt modulations to remote keys may be made at any time after a cadence 
and in the sequence of a figure. These are known as Cadential and Sequential 






( 2 ) Practise the following Intervals: 

(a) Play the I, V 2 * * * * 7 , 1 chords in B major. Think the sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root 

of the chord and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to C and A major. 
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Modulations. In all modulations it is best to have common tones. In Exercise 
i, Section B (i), first phrase, after the cadence in B, the next chord is the I of 
G. This sounds well, because of the common tone B. In Exercise 3 there is 
a repetition in b minor of the first three chords. In Exercise 2 there is a repeti- 
tion in minor of the first two chords, then an abrupt modulation to C major, 
keeping the same soprano, then a modulation back to B, through e minor, using 
the Stride. In Ex ercise 4 there is an abrupt modulation to D major, making 
the 1st degree of B the 6th of D; then a modulation to b minor and a cadence in 
B major. 

A Diminished Seventh-Chord is a seventh-chord, all the tones of which are 
a minor third apart. In each major key, there are two: qV 9 chord, and 


the IV#., chord: 




fi 








The diminished seventh-chord is most useful in modulating, as each chord 
may be spelled in four or five ways and resolved as a 0 V£, IIJ#, VIj# or IV^ chord. 


& 1 

<y 9 t C maj.dfccmin. 
IT 7 ## At maj. 

VI 7 !# Dt maj. 

IV 7 !^ f min. 



0 V 9 t A maj. & a min. 
n 7 t| F maj. 

VI 7 #)| Bt maj. 

IV 7 ## d min. 


0 v 9 t Fif maj. & fit min. 
H 7 ## D maj. 

VI 7 # # G maj. 

IY 7 #^ min. 


4 %— 

0 V 9 t Et 0 V 9 Gt 
II 7 ## Ct 
IV 7 #(, at min. 


Section A. 

(1) Construct double periods in the key of B major, using cadential and 
sequential modulations to remote keys. Use suspensions and skips in the 
diminished seventh-chords. Embellish the tones of the chord by jumping from 
the lower to the upper, or from the upper to the lower neighbors. Employ the 
meter and rhythms given on page 242. 


Section B. 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause before each modulation, and think the progression into the 

new key. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Read each exercise mentally. 

(e) Have each exercise dictated as outlined on page 161. 

Note. In taking down the chord symbols, do not try to analyze the keys. Write down the symbols 
of the chords as you hear them, and determine the keys from the soprano. 







(3) Exercises for Melodic Dictation; 

(a) Play the I, VI VJ, I, II 1 &, I 2 , V#, I chords in‘ B major. Read each 

exercise mentally, noting where the modulations occur and how 
they are made. 

In Melody I, the end of the second phrase is an authentic cadence in F# major: 
the next phrase begins with the tonic chord of D major without any introduction, 
tyu t keeping the common tone F sharp. In Melody 4, the first section of the 
third phrase is a figure in G major, the second section a sequence of this figure 
in E major. 

(b) In each melody, sing the last four or five notes in the key before the 
* modulation, then the first few in the new key, first to la, thinking 

the number-names, then singing the number-names. Where th< 
modulations are made in sequence, sing the entire figure. 

(c) Note the suspensions and the neighboring notes. 

(d) Play the antecedent phrase twice. Sing from memory to la . Sinj 

mentally the number-, then the letter-names. Sing both aloud. 

(e) Practise the other phrases in the same way. 

(f) Transpose to the keys of A, G and C major, 

(g) Have the melody dictated as outlined on page 87. 

, Note. In these abrupt modulations, determine the number-name of the pitch first, then the lettei 
name. 

/l 

r 


Figure. 


Sequence 
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(i) Rhythmic Drill. The tie in 4/4 meter. 

(a) Practise, using the arm movement to indicate the meter. Sing the 
rhythm to la on a major scale. 


<8* j n j o nj -• 

< 2 ) j mi i.mn J^_y353. 

<3) J J. J> I J J) J> J 

<4) l J J i i jiVTJJTi J I 

b f J J) 7 J Jm/TJTJI 

<«> j v i/mi \^_jj7nmi j J> » 

(7) J 

(8) J. J) J 7 J>_|J> J J> 4 ? 

J J J J* ^ I o 8 

7B3j. J373.L JTOJ~J3J 11 

jm 1 _ 1/73 j 11 

l J ' y jjj ^ j ,J JJJJJ J II 

jtj ?T/ti J ■ « 

J » ) \,l ■ J> J » 

jmi « 

^ - 


(a) Practise the following Chord Successions: 

(a) Sing each exercise mentally. 

(b) . Sing the letter-, then the number-names. 

(c) Sing to ta y thinking the number- and the letter-names. 

(d) Sing from dictation. 
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( 3 ) Exercises for Sight-Singing: 

M 



II 

I'lLi 
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[UUI 



(2) Practise the following Intervals: 

In the VSt, chord, there will be a major 3rd, from the 5th to the 7th of the 
chord the lowered 2nd to the 4th degree of the scale; an augmented 4th fromth 
5th to the root of the chord, the lowered 2nd to the 5th degree of the scale an 
augmented 6th from the 5th to the 3rd of the chord, the lowered 2nd to the 7 

degree of the scale, „ 

(a) Play the I, Yl, VL, I chords in F major. Think the sound of the 

(b) Play” theT intervals, determining their sound in relation to the root 

of the chord and the key-centre. 


(c) Sing the intervals. 

(d) Transpose the intervals to E and G major. 
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Lesson 27 

When a tone on the last half of the pulse is repeated, anticipating the tone 
on the first half of the next pulse, it is an Anticipation. An Anticipation is 

generally a short note. 

The lowered 2nd degree of the scale is used as a chromatic passing-tone from 
the 2nd degree to the 1st degree of the scale. Skips may be made to and from 
the lowered 2nd degree in the VJ b chord. Scale-line, or skips in the I chord, 

should follow. 

* 




Section A. 

(1) Construct double periods in the key of F major, using cadential and 
sequential modulations to remote keys. Use anticipations, suspensions and 
skips in the chord. Employ the meter and rhythms given on page 252. 

Section B. 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause before each modulation and think the progression into the 

new key. 

(c) Sing the number-names of tjie soprano as you play the chords. 

(e) Have each exercise dictated as outlined on page 16 1. 
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(3) Exercises for Melodic Dictation: 

(a) Play the I, VJ, I, II^, I2, Vf, V^, I chords in F major, and 

read the exercises mentally, noting the modulations, suspensions 
and anticipations. 

(b) In each melody sing the last four or five notes in the key before the 

modulation, then the first few in the new key, first to la, thinking 
the number-names, then singing the number-names. 

(c) Sing the tones which make the suspension, first without the suspen- 

sion, then as written. Practise the anticipation in the same way. 

(d) Play the antecedent phrase twice. Sing from memory to la. Sing 

mentally the number-names, then the letter-names. Sing both 
aloud. 

(e) Practise the other phrases in the same way. 

(f) Transpose to the keys of B, A, E, D and G major. 

(g) Have each melody dictated as outlined on page 87. 

Note- Divide the phrases into two sections. Have the entire phrase dictated, because the phrase 
is a complete thought and must be grasped as such. 


L 


1 

r 


Figure 
s a 


T 


Sequence 
* s 


a a a a 


Fig. 
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Section. C. ... 

.. (i) Rhythmic Drill. The tie in 6/8 meter. _ 

(a) Practise, using the arm movement to indicate the meter. Sing the 
rhythm to la on a major scale. 


" ¥ote. Usethearm movement two to ameasure ^ Slffect'cTn 


<»8 
< 2 > 

( 3 ) 

< 4 ) 

( 5 ) 

( 6 ) 
( 7 ) 


II 


(8) 


tin I i m I .JJ3333J j> |J- 
J J>j>J \m J JlJT333J J3.J- « 

nfriTfrzzi yjjsiiirsijrn j - « 

i J ¥ J i/T1_T?^_i /T3 j J3J- » 

* J3J VTi Z, J- iT33SJT3j,J J* J- » 
J. J53333 1 J J> J- i J33335J- jJ_i/"3333J - k 
j J>> J fl.J- ij J3J* » 

?J3333J- "TjBJEJ £i/T3 J- » 


( 2 ) Practise the following Chord Successions: 

(a) Sing each exercise mentally. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the number-, and the letter-names. 

(d) Sing from dictation. 
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Abrupt modulations may also be made by enharmonically changing the 
pitch of a tone. This is known as Enharmonic Modulation. In Exercise i the 
pitch At>, the fifth of the key of Db major, becomes G#, the 7th degree of a minor. 

In a melody, skips may be made to and from the lowered 2nd degree of the 
scale in the II bb , chord with the lowered 6th degree. Scale-line or skips in the 


V 7 chord should follow. 





Section A. 

(1) Construct double periods in the key of C major, using chromatic and 
enharmonic modulations to remote keys. Use anticipations, suspensions and 
skips in the II» chord. Employ the meter and rhythms given on page 262. 

Note. The chromatic inflection in a melody may often be either a modulation or an altered tone u 
the key, the modulation being determined by the harmonization. 


Section. B. 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause before each modulation and think the progression into the 

new key. , , 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Have each exercise dictated as outlined on page 161. 
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Abrupt modulations to remote keys may be made at any point by a chromatic 
progression. The chromatic progression may be in any part, but is best in the 
®®pr3-no or the bass. This is known as Chvomatic Modulation. In Exercise 2 
of Section B (i), first phrase, the chromatic inflection is in the bass; in the secofid 
^phrase, m the soprano. Chromatic modulation is one form of Sequential Modula- 
tion. 
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(3) Exercises for Melodic Dictation: 

(a) Play the I, V 7 , I, II>, II W , V^, I chords in the key of C major, and 

read the exercises mentally, noting the modulations, suspensions 
and anticipations. 

(b) In each melody sing the last few notes in the key before the modu- 

lation, then the first few in the new key, first to la, thinking the 
number-names, then singing the number-names. 

(c) Sing the tones which make the suspension, first without the suspen- 

sion, then as written. Practise the anticipation in the same way. 

(d) Play the antecedent phrase twice, sing from memory to la. Sing 

mentally the number-names, then use the letter-names. Sing 
both aloud. 

(e) Practise the other phrases in the same way. 

(f) Transpose to other major keys. 

(g) Have each melody dictated as outlined on page 87. 
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(2) Practise the following Intervals: 

In the 11 ^ chord there will be a major 3rd from the root to the 3rd of the 
chord, the lowered 2nd to the 4th degree of the scale; a perfect 5th from the 
root to the 5th of the chord, the lowered 2nd to the lowered 6th degree of the 
scale; and the inversions of these intervals. 

(a) Play the I, IV, II, II bb , V£ and I chords in the key of C major. 

Think the sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root 

of the chord and the key-centre, 
y (c) Sing the intervals. 

\j (d) Transpose the intervals to F, D and B -major. 
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® J3J i -1 

(«) j J3s , jTjiijrajrB, 


.□ n J5J J5,JT3J_/T3J u 
J JTT3 JJ33 J33_/3JJ"3 i/3 J” — » 

H JSi. , J - « 

J333 «n J ?J55iJ333 J"3 J •■’ u 

» J J333 J533 1 J533 J333 J j»_» 

J3TSJT3J33 JT3iJTTT3J3TJn3 .JT3 JH3J t » 


(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the number- and the letter-names. 

(d) Sing from dictation. 


1 


270 ADVANCED EAR-TRAINING AND SIGHT-SINGING 



Section C. 

(i) Rhythmic Drill . Review, Rhythms from Bach. 

(a) Practise using the arm movement to indicate the meter. Sing the 
rhythm to la on a major scale. 

u>i j. jn tj~2 i j> j-jw j^Si 

® » J553 1 JTT3 i 

® — j . i j .. /n 

jJH-JSB.JSJJi 3SljQ_j ' 


Advanced ear-training and sight-singing 


273 




■in! 



Lesson 29 

In. a melody, skips are often made from above to the lower neighbor of a tone, 
or from below to the upper neighbor of a tone. An enl^re arpeggio may be 
embellished in this way, as the Bb chord in the sixth measure of Melody 3, 
Section B (3). The neighbor generally resolves immediately to the tone, though 
it may jump to the other neighbor before resolving, as in the first measure of 

Melody 3, Section B (3). ' 

Skips may be made to and from the lowered 2nd degree of the scale m the 
0 V£ b chord with the lowered 6th degree. Scale-line or skips in the V 7 chord 


should follow. 
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(b) Play the intervals, determining their sound in relation to the root 

of the chord and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to other major keys. 


1 



XT 


(3) Exercises for Melodic Dictation: 

(a) Play the I, V|, Ii, IV, II lw , I 2 , V 7 and I chords in the key of 

D major. Read each exercise mentally, noting the modulations, 
suspensions, anticipations and neighboring tones. 

(b) Sing the last few notes in the key before the modulation, then the 

first few in the new key, first to la, thinking the number-names, 
then singing the number-names. 

(c) Sing the measures which have skips in the II vl , chord. Contrast 

the altered and unaltered forms of this arpeggio. 

(d) Play the antecedent phrase twice, sing from memory to la; sing 

mentally the number-, then the letter-names. Sing both aloud. 

(e) Practise the other phrases in the same way. 

(f) Transpose to other major keys. 


(g) Have each melody dictated as outlined on page 87. 

1 n n nn n L n 



276 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


Section A. 

(i) Construct double periods in the key of D major, using all types of modu- 
lations to next related and remote keys. Use anticipations, suspensions and 
skips in the 0 Vh chord. Embellish tones by jumping to the neighbors. ‘Em- 
ploy the meter and rhythms given on pages 270-271. 

Section B. 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause before each modulation and think the progression into the 

new key. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Have each exercise dictated as outlined on page 161.. 



(2) Practise the following Intervals: 

The same intervals will be found in the 0 V>|, chord as in the 11^ chord. 

(a) Play the I, IV, Hi, IIi^, oVm, V^, and I chords in the key of 
D major. Think the sound of the intervals. 
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Section C. 

(i) Rhythmic Drill. Regular Rhythm, in 9/8 meter. 

(a) Practise using the arm movement to indicate the meter. Sing the 
rhythm to la on a major scale. In 9/8 meter use the same arm movement 
as for triple meter, and mentally subdivide each pulse into triplets. All of 
-the rhythmic figures used in 6/8 are found in 9/8 meter. 


<Di i j> 

< 2 ) m 

(3) J. 

<4> J J> 
(5) J. 

<6) J. 
a) J. 


j j> j ■ m m 
j. m j j> j j> j- jt 3 
j. j. ,j. m m 

J j»'JT3 .j j> j j>J- 

m m m 

j nm J5J- 

in j. ,j j>j- jt3 


J JTT3 JT3 ,m J’ j>j. 

j. m j j>j. j- J- 

j~j. m . j. J- J - 

7 n JT3 J- iJT3 J; J- 

177771 777771 J J> . J - J- J - 

r~n j. j j>. j- J- i - 

j j> j. j j>j. j- 


a 

a 

a 

a 

a 

a 


s. 


(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the number- and the letter-names. 

(d) Sing from dictation. 


H- 


-. -Mors. Siaetke chord* that are changed, with both 

carefu%for wr^tfntonation, as these exercise* serve ao purpose Bales* sang perfectly » tnae. 
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(b) Pause before each modulation and think the progression into the 

new key. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Have each exercise dictated as outlined on page 161. 



(2) Practise the following Intervals: 

(a) Play the I, IV,, II,, V 7 and I chords in the key of c minor. Think 
the sound of the intervals. 
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Lesson 30 

Abrupt modulations may be made to any key by retaining and using as a 
pivot a tone common to both keys. This is known as Pivotal Modulation . . In 
Exercise 1, Section B (1), the 1st degree of c minor becomes the 4th of G major; 
the 3rd degree of G major becomes the 5th of E major. In Exercise 2 the C 
in the soprano, the 8th degree in c minor, becomes the leading-tone of Db; the 
Db in the soprano, the 1st degree of Db, enharmonically changes to Cff and 
becomes the 7th degree of d minor. 

In minor the 6th degree is raised in the ascending form of the melodic scale, 


and is harmonized by the III,, lit, IV t, or IVJ chords. 

n 7 h iv 7 ii 

Section A. 

(1) Construct double periods in c minor, using pivotal .and all other types of 
modulation to next related and remote keys. Use anticipations, suspensions, 
and skips in chords embellished by jumping to the neighbors. Employ the 
meter and rhythms given on page 279. 

Section B. 

(i) Practise the following Chord Successions: 

(a). Play the entire exercise, listening to the character of the chords and 
modulations. 
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(b) Play the intervals, determining their sound in relation to the root 

of the chord and the key-centre. Note the altered intervals 
resulting from the melodic form of the scale. 

(c) Sing the intervals. 

(d) Transpose the intervals to other minor keys. 





(3) Exercises for Melodic Dictation: 

(a) Play the I, V 3 * * * 7 , 1 , IV,' II]J, V 7 and I chords in the key of c minor. 

Read each exercise mentally, noting the modulations and embel- 
lishments. 

(b) Sing the last few notes in the key before the modulation, then the 

first few in the new key, first to la, thinking the number-names, 
then singing the number-names. 

(c) Play the antecedent phrase twice, sing from memory to la. Sing 

mentally the number-, then the letter-names. Sing both aloud. 

(d) Practise the other phrases in the same way. 

(e) Transpose to other minor keys. 

(f) Have each melody dictated as outlined on page 87. 



I 


c IV 
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(i) Rhythmic Drill. Irregular Rhythm in 9/8 meter. 

(a) Practise using the arm movement to indicate the meter. Sing the 
rhythm to la, on a major scale. 


cd|J. J- JT2 iJ J>J- jlT3 i 

<2> J J J J - J JJ/JlJ J J J> J 1 

c® y IS J j J J J iJ J3J n J1 1 

( 4 ) J J> J • J J j 1 J J J_J J3 1 

© rn m Jrj3j/T3JT3 J J) . 

«> J. J J J iJ J) J * JL 

j* 3 J JS 1 JJ3553 J* i J • n 

JT55W J) , .. 

? j 1 j • j ^ j • 1 j j • j • 11 

J j j_J J J rJ SESTR 1 J ^ H 

j- ft) y j J) .. 

ji J J J J^ i j j J » J"7"3 1 J J J J* J * 11 

(2) Practise the folloioing Chord Successions: 

(a) Sing each exercise mentally. 

(b) Sing the letter, then the number-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation. 
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(e) Sing the following chord successions, first by letter-, then by number- 


I c minor ^ maj , D maj. ^ ES maj . 

names, then to la: (i) I, IIJ,V5, Ii, II^/V, I V 7 , I VI, I oVf, I 

minor ^ ^ c minor ^ c minor A mai. 

oV 9 , 1 III, rn, h, III, V 7 , 1. (2) i, IV 7 , III, HI* I„ 0 V|\ dvL id 

E maj. D ma j. c minor ,l\V 

ovTi oVU 1 Iij,v|,i! ^ ^ 


(3) Exercises for Sight-Singing: 


4 


1 / 
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Lesson 31 

Section A. 

and rhythms given on page 288. 
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(2) Practise the following Intervals: 

(a) Play the I, IV, lit, V] and I chords in the key of e minor. Think 

the sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root 

_ of the chords and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to other minor keys. 



(3) Exercises for Melodic Dictation: 

(a) Play the I, IV ^ Ilj^, I 2 , V 3 * * * 7 and I chords in the key of e minor. Read 

each exercise mentally, noting the modulations and embellish- 
ments. 

(b) Sing the last few notes in the key before the modulation, then the 

first few in the new key, first to la, thinking the number-names, 
then singing the number-names. 

(c) Play the antecedent phrase twice. Sing from memory to la. Sing 

mentally the number-names, then use the letter-names. Sing both 
aloud. 

(d) Practise the other phrases in the same way. 

(e) Transpose to other minor keys. 

(f) Have each melody dictated as outlined on page 87. 



i i t iv i v, i t n t n v 7 1 tv 7 



1 AUsfT # * 


»v 9 1 


cm 1, 
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Section B. 

(i) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords and 

modulations. 

(b) Pause before each modulation and think the progression into the 

new key. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Have each exercise dictated as outlined on page 161. 

*8 5 6 

\i 4 





Section C. 

(i) Rhythmic Drill Regular Rhythm in 12/8 meter. 

(a) Practise using the arm movement to indicate the meter. Sing the 
rhythm to la on a major scale. In 12/8 meter use the same arm 
movement as for quadruple meter and mentally subdivide each 
pulse into triplets. All the rhythmic figures used in 6/8 are found, 
in 12/8 meter. 


<i>ig 

(Z> 

<3> 

<4> 

( 6 ) 

( 6 ) 


j> jnj J>JT3 .j bmmm ■ 

m j j>j. j. iJ j>j J*J- J J* • 

I J>j ,JT3J J>miT3 I 

|. JT5J J>J J> iJk_> 1 

1 'msnsn ,jt3JT3J 

nTmJ- JT3 iJTJJTJJ i»JT53. 


j. jn j. J"J53 1 • 

JTJ99 jrn J- JT3 1 J- «h_> 
j -73 j J>J. JT3 1 JT3 JT3 
J J) J J>rjj J> ,JT33JT3J^J- 

jm j j>j j>j « |)|J 

J. JT3J- JT3 iJT3JnJ J>J- 


(2) Practise the following Chord Successions: 
fa.) Sine each exercise mentally. 

S) Sin! the letter-names, then use the number-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation. 


0 

n 

B 

it 

8 

a 
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song-form beginning in major will be a perfect authentic cadence in the key, or 
a heavy cadence in the key of the dominant; if beginning in minor, it will be 
an authentic cadence in the relative key. 


Parti 



The Two-part Song-form resembles and is hard to distinguish from the con- 
trasting double period, the difference being that the cadence at the end of a part 
is heavier than that at the end of the first period. Many hymn-tunes and 
popular songs are written in this form. 

In minor the 4th degree is raised in the IIJ# and IVj # chords. 



The 4th degree is raised in conjunction with the 6th in the 11 ^, IIJ N , IV|i, 
and IVJi, chords. 

n»„ n\ ™ 7 »i, 

Section A. 

(1) Construct Two-part Song-forms in f minor, using all types of modula- 
tions to next related and remote keys. Use all embellishments, and employ the 
meter and rhythms given on page 297. 

Section B. 

(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords and 

modulations. 

(b) Pause before each modulation and think the progression into the 

new key. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Have each exercise dictated as outlined on page 16 1. 
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Lesson 32 

A composition often divides into sections which vary in length from a phrase 
to a double period or a series of phrases. These sections are known as Parts. 
When two of these parts are used, the second answering and a complement of 
the first part, the form is known as a Two-Part Song-Form. The parts of a Two- 
part Song-form may be of any length, though rareiy shorter than a period, and 
more often a double period. The cadence at the end of the first part of a 
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(3) Exercises for Melodic Dictation: 

(a) Play the I, IV),, IVji,, II^, I 2 , V 7 and I chords in the key of f minor. 

Read each exercise mentally, noting the modulations and em- 
bellishments. 

(b) Sing the last few notes in the key before the modulation, then the 

first few in the new key, first to la, thinking the number-names, 
then singing the number-names. 

(c) Play the antecedent phrase twice. Sing from memory to la. Sing 

mentally the number-names, then use the letter-names. Sing 
both aloud. 

(d) Practise the other phrases in the same way. 

(e) Transpose to other minor keys. 

(f) Have each melody dictated as outlined on page 87. 
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( 2 ) Practise the following Intervals: 

(a) Play the I, IV#^, 11^, V 7 and I chords in the key of f minor. Think 

the sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root 

of the chords and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to other minor keys. 


1 — 1 1 


i « mini 1 — « 1 


■»» 1 1 


■ / .■MU 


i % — 1 — « 1 


■ ■■Ml 1 


HI « ■Hill 
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Largo 


cd^ J> ,S 31_/ 31 V J J> 


0 ^ - 

( 2 ) «TJ3 1 J73 J 71 J7J 71 J- 


o) J) iJ- j J 7 i J i 


<4) j> ,ripsi_/ — ti^j^ 

j J> 

l Ti i_s — 71 s 

J. j J 

J33 J J13J33J .13J33J 

TEJHl TT3 

j J> m j 

J> J J> 


S'. 31 S 71 J J> S 71 



T3 


71 

J^ 

H3] 


“31 

jn 

JOT J3J 

JflT 

) J3] 

JOT J3] 

JOT 


T3 

JT7 

“1 

J“ 

TTT_ 


~71 





JT 

ts£ 


~71 

j - 

13] 

j— 

TJ 

J. 


i 

Bach 

j - 

J55533J J 

— ] 

J. 


7 

7 

j. 


J 

J) 





j j»jj“ 

3 J j 

-3 

J. 


j 
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( 2 ) Practise the following Chord Successions: 

(a) Sing each exercise mentally. 

(b) Sing the letter-, then the number-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation. 
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Section C. 

(i) Rhythmic Drill. Irregular Rhythm in 12/8 meter. 

(a) Practise using the arm movement to indicate the meter. Sing the 
rhythm to la on a major scale. 
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(e) Sing the following chord successions, first by letter-, then by number- 

V f minor Eb maj . Db maj . C maj. ^ b min. ^ bb min. ^ 

names, then to la: (i) J, oV 9 5 I* oVb?I oVj> I o^l oV o V , I 

* ' W fminor__ ^ fminor_ g minor Cnaj^ 

Ilf, I 2 , Illi VI, I. ( 2 ) 1, IIS, 0V 9 , VI, I oVy V 7 V 7 V 7 

Eb maj . Ab major ^ f minor ^ 

1 V 7 1 V 7 , 1, ii nip VI, 1 . 


( 3 ) Exercises for Sight-Singing: 


4 . 
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Lesson 33 

When three parts are used, the composition is known as a Three-Part Song- 
Form. In the Three-part Song-form the third part is always an exact or modified 
repetition of the first part. This is the most common construction in all art 
forms. The aria da capo, most songs and short piano pieces are written in this 
form. The cadence at the end of the first part is the same as in the two-part 
song-form; the cadence at the end of the second part is generally a ^perfect au- 
thentic cadence in the key of the dominant or dominant harmony in the key; 
the cadence at the end of the third part is a perfect authentic cadence in the key. 


In minor the 2nd degree is lowered in the II>, II* and 0 V£ chords. 
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(2) Practise the following Intervals: 

(a) Play the I, IV, IIu,, V 2 * * * * 7 and I chords in the key of c# minor. Think 

the sound of the intervals. 

(b) Play the intervals, determining their sound in relation to the root 

of the chords and the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to other minor keys. 


1 



(2) Exercises for Melodic Dictation: . r» j 

(a) Play the I, IV, II 2b , I„ V 7 and I chords in the key of c# minor. Read 

each exercise mentally, noting the modulations and embelhsh- 

ments. , , , 

(b) Sing the last few notes in the key before, the modulation, then the 

first few in the new key, first to la, thinking the number-names, 
then singing the number-names. 

(c) Play the antecedent phrase twice. Sing from memory to la* Sing 

mentally the number-names, then use the letter-names. Sing 
both aloud. 

(d) Practise the other phrases in the same way. 

(e) Transpose to other minor keys. 

(f) Have each melody dictated as outlined on page 87. 
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Section A. 

(l) Construct Three-part Song-forms in c$ minor, using all types of modu- 
lations to next related and remote keys. Use all embellishments, and employ 
the meter and rhythms given on page 307. 

Section B. 

(x) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords and 

modulations. 

(b) Pause before each modulation and think the progression into the 

new key. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Have each exercise dictated as outlined on page 161. 
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Section C. 

(i) Rhythmic Drill. Five Pulse Measure. 

A five pulse meter is generally the result of combining a duple and a triple 
meter. The duple and triple measure are signified either by the beaming, by 
the slurs, or by dotted bars dividing the measure. 

The Tschaikowsky example combines a duple and a triple measure. In 5 
and 6 Debussy draws a dotted bar to show the division. In 7 , Elgar shows the 
measure by the beaming. 

1 | ( % J Tschaikowsky Path. 

c»g J J J33J J 1 J J l .JJJJ3JJ.J J J- 
J J J73J J rJ?37?3J- iJ J J73J J iJ?3IyJM * 


I 
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Sequence 
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(e) Sing the following chord successions, first by letter-, then by number- 

TT mo; p> mlnrvr \Sr 


eft minor maj. ^ e ^ 

names, then to la: (x) I, III, 0 V 9 , Vi, I *VL I III*, I 2 , Il£H I 

F major a minor d minor ^ \ eft min or 1 

V, Il^ vri 1 V,V 5 ,Ii VI, I VI, I, iv 2h I 2 , IVI # , 12, II 7 m , VI, I. 

eft minor fft min. e minor Amaj . djninor ^ _c minor — ^ 

( 2 ) i, vl i„ if, vl I V, i ill, vi, i vu vi, i iilvi, i 

eft minor .. . M* ^ 


(■*) Exercises for Sight-Singing: 
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jTj i 

m , 

JTJ3 J7TJ73 i JTT3 JT3TT3 r 
/JT3 JJ JJ J J i JTT3 /7TJT1 n 

(3) | J J) J J J) | J J J J> I J J JlJJJ- H 

<4)6 J- J>J J | J. J>J J | J- J>J J | J- J>J J II 

Debussy 

JJ1J- J- J- J- I JT3 J- J- |J- j- I 

J* J* J* I J* 

«) J>i J J>J J>i J73J J>J JhJ J>JT3 i 

J J>J. J- ! J - J J J 1 J J* I < [' J J J 3 

Elgar D.of G. 

(7>g J3 J> i JJJ'JJ^sfJSisfHSSsnJ i J> i u 

Voice part 

(8)6 yfJlJiMj). Jl.Mm J! |J> j)- JJ5JJ>|J>. J*J ? II 
«>g f77ZT2 igJTTJiflJ n 

(2) Practise the following Chord Successions: 

(a) Sing each exercise mentally. 

(b) Sing the letter-names, then use the number-names. 

(c) Sing to la, thinking the number- and letter-names. 

(d) Sing from dictation. 
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INTERVALS 



Position 

To sing as Unrelated 

Lesson 

On Staff 

In Major Scale 

In Minor Scale 

In Chords 

Up 

Down 

Major 2nd 

All but e-f, b-c 

All but 3-4, 7-8 

All but 2-3, 5-6, 7-8 

All 7th Chords 
but the IV 7 , 1 7 

1-2 

54 

Minor 2nd 

E-f, b-c 

34, 7-8 

2-3, 5-6, 7-8 

IV 7 and P 

7-8 

8-7 

Major 3rd 

From c, f & g 

From 1, 4 ft 5 

From 3, 5 ft 6 

All Chords but 
the VII 

14 

3-1 

Minor 3rd 

From d, e, a ft b 

From 2, 3, 6 ft 7 

From 1, 2, 4 ft 7 

Ail Chords 

34 

54 

Perfect 4th 

All but f-b 

All but 4-7 

All but 4-7, 6-2, 7-3 

All but VII 

5-8 

84 

Perfect 5th 

All but b-f 

All but 74 

All but 74, 2-6, 3-7 

All but VII 

14 

5-1 

Major 6th 

From c, d, f ft g 

From 1, 2, 4 & 5 

From 2, 3, 4 & 6 

All Chords 

54 

34 

Minor 6th 

From e, a ft b 

From 3, 6 & 7 

From 1, 5 ft 7 

All Chords but 
VII 

3-8 

84 

Major 7th 

From c ft f 

From 1 & 4 

From 1, 3 ft 6 

IV 7 

1-7 

7-1 

Minor 7th 

From d, e, g, a 
ft b 

From 2, 3, 5, 6 ft 7 

From 2, 4, 5 & 7 

All 7th Chords 
but IV 7 , P 

54 

8-2 

Aug. 4th 

From f-b 

From 4-7, l-#4, 1.6-2, 
6-#2, 3-#6 

From 4-7, 6-2, l-#4, 
3-fc|6 

v, urn m, 

X, VF## 

4-7 

74 

Dim. 5th 

From b-f 

From 74, #4-1, 246, 
#2-6, #6-3 

From 74, 2-6, #4-8, 
#6-3 


74 

4-7 

Dim. 7th 


5 ? 

II 

1 

£ 

Cio 

From 7-6, #4-3 

.v,iF##,vr## 

Same as 
Major 6th 

Same as 
Major 6th 

Aug. 2nd 


From 1.6-7, 8-#2, 
5-#6 

From 6-7, 3-#4 


Minor 3rd 

Minor 3rd 

Aug 5th 


From 5-#2 

From 3-7 

V# in Maj. 

Ill in Min. 

Minor 6th 

Minor 6th 

Dim. 4th 


From #2-5 

Fr,om 74 


Major 3rd 

Major 3rd 

Minor 9th 


From 546 

From 5-6 

V»b 

Minor 2nd 

Minor 2nd 

Aug. 6th 


From b6-#4, fc>2-7, 
4-#2 

From 6-#4, t.2-7 

EH 

Minor 7th 

Minor 7th 

Dim. 3rd 


From #4-1.6, 7-1,8, 
#24 

From #4-6, 742 

0 

Major 2nd 

Major 2nd 

Double Dim. 
5th . ' 


From #246 


nm v-#b 

Per. 4th 

Per. 4th 


|f ' 

Pno(ft^6r|S 



Per. 5th 

Per. 5th 
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Harmon? 

A Practical Application of Music Theory 
Including the Study of Melody Har- 
monization, Broken Chords and Ar- 
peggios, Transposition, Modula- 
tion and Improvisation 

By GEORGE A. WEDGE 


M USIC THEORY is a study which has become 
essential to the fully equipped musician, and 
which, in consequence, most pupils take up as a part 
of their proper musical education. It is generally 
followed as a separate subject from the pupil’s chosen 
instrument or particular field; very few realize its far- 
reaching application and value. 

This book is an endeavor to show the teachers "and 
pupils of piano how to apply, at the keyboard, each 
theoretic point and to give exercises for practice. 

Price, $2.50 

(ioU.s.Aj 

&tj)trmer, Site 


3 43rh Street 
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